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OA er UbOHd MdHy CaujKO AipHMK Tapac KoMnaHineHKO CBreH r poaaob lOpin FlpeMnyK MdKCMAA LLIdAMriH Irop 
3dBropoAHiM ApTeM riaAyAeHHMM BrraAin Ammoh OAer CKpnnKd Irop ranAan HiHd ranAan HiHd MdTBicHKO rieipo 
roHHap AAiK MOX THaiiB Iaaa KoAtOKiH lOpin XycTOHKa AHdTOAiM CopoKd MapK Bepbpacp Mapi Bepbpacp Iaaa 
T dAyLUKO Mmkoao Ckm6o AHApin AoueHKO Aaamtpo lloTexiH Aaamtpo Pobmh Aaamtpo PebpoB Romein Bovy Elena 
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TiCTOA XdHHO KdAMpOBd Mapifl BiHOBd CBiTAdHd 3iHOB'CBd AHApin XdAndXHi MdKCMAA lAAflLUeHKO MnXdMAO lAACHKO 
Ceprin BacMAbCB Pomoh lOcHnen Ahtoh BanbdKOB Aap’si BacceAb Minikin BpaTM KanpaHOBM OAbra MeAbHMK Tapac 
MeAbHMK IpMHd HyxMHOBd lOAifl BeHTfl BdAMAA KyAMKOB OAer CTynKa OAeKcin BdAdLUOB HdTOAm BopoxbnT Mapncfl 
HiKiTlOK MMXdMA YrapOB KpiCTiHd MdTBiCHKO IpeHd KOBdAbCbKd MdKCMAA KypOHKMH MdTBeM ConpOHeHKOB CAdBd 
POTOXHMKOB TAibKaTHyK OKCdHd MiAeBCbKd IpMHd BdHKOBCbKd CoetDin XeKOBd iBdH CMHeAbHMKOB HdTdLUa ridAdbeA 
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CTeueHKO Cepx CeM ropriHnn Irop MdAieBCbKnn Kmpma KonMK OAeKCdHAp a CaxMHd Aama BdAbop TeTsma 
'T’iAeBCbKd AAiHd 3d3MAAKO FlCfl ripyAOHKO OAer ridBAIOHeHKOB OAeKCdHAp LildAAbAep AaHMAfOK BdCMAb KpMHMUbKMM 
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riepHMLueHa KDAifl OMeAbneHKO CBreHrn ripeKpacHd IpMHd KdAAiHCbKd TaAMHa Caobko OAeKCdHAp HaboKa Iboh 
rpMropnyK AaIho rionoBMH OAeKCdHAp KyAiKOB Eacho KdTAMHCKan AAbOHd ropbdTKO OAeKCdHAp a cPeAdK OAbra 
TporiH BorAdH LilyLUKdHOB ApTeAA Moctobmm HiHd CeprieHKO Boamaa Hoc MMpocAdBd TaHyLUKiHa OAbra MnxanAfOK 
Boaoamaamp Kaio3ko Okcoho Aeeo Deema Wave CBreH LilMAAdAbCbKMM Mapin Bmkobo OAer BepreAic OAer AMKyHeub 
OAeHa Koboh CBreH Poxho OAecB MopryHeub-lcacHKO OAbra 3dKpeBCbKd lOAiii Bebep FIho CB?iTKiHa Iaasi rReTMCOB 
CycaHHd KapneHKO BdAepiM TAdAyHeub OAbra KapanaTd Ahho ApxinnyK Mapia ^ipcoBd IpMHd KopiHb HdTdAiii 
‘-PiAdTOBd HdTdAiii CepbiHd CBreH Cc|DpeAAOB TaHHa OxpiMHyK Ceprin OxpiAAHyK IpMHd Kamaachko OAeHa LLIeBsyK 
TeTBHd ConiAKd Poaaoh CHeHKO lOpin nacTyujeHKO OAeHa KonenKiHd OAer ByT Map’nHd MapxeAb Aapnca napic 
OAbra raBpMAiOK HdTdAiji KdTepnHeHKO OAeKCdHAp npnmena OAeKcin Iaaiohchko BiKTop OxoHbKO OAer 3dMueB 
OAeHa AecHiKOBd Akdaxamao riAeTeHeubKa Ahho Ky3iHd TeTBHd HdAiA ApTeAA AAeKciH OAeKCdHAp CHirypoBCbKMM 
ridBAO lOpoB naBAO BeKeTOB HaTaAia CnAb Ahho PnbaK HaTaAia Komko CBreH FXiMHyK OAeHa KyLUHnpbOBd lOAidHa 
AaroAeHKO TeTBHd TepemeHKO Aaamtpo FlpoLLieHKO PycAdHd Xa3inoBa Boaoamaamp MiHeHKO Bmluh51 Hotoako BLao 
M apKO raAdHeBMH HiHa TapeHeubKa IpnHa KoBOAeHKO OAeHa linbyAbCbKa OAeKCdHApa rapby30Bd Irop riocTOAOB 
COAOAAi?! MeAbHMK BiKTOpifl AMTBMHeHKO-FICiHOBCbKd POAAdH FIciHOBCbKMM AAAMTpO KOCTfOAAMHCbKMM BdCMAb BiAOyC 
MdKCMAA A©AACbKMM MdAAdHT Bipd KAMAAKOBeUbKd Aap’B BOHAdpeBd ZO AHApiM ndAdTHMM AHHd HiKmHd TeTBHd 
TdBpnAfOK Boaoamaamp CHirypneHKO OAeKCdHApa OaImhmk ApceHTin ripnAAdK Botaoh PnbdHOK AiaHd PyAMneHKO 
FlHiHa CoKOAOBd CBiTAdHd CMipHOBa AiAd lleTpoBa AHacTacia LUeBHeHKO CBreH BaAb ApTeM LLlypraAbCbKMM Mmkoao 
B oHAapnyK AioboB TpoM HaTOAia 3aMU,eBa-LLIeBHeHKO noAiHa Hobok Mmkoao Bepe3d Bartek Sozanski Pierre-Antoine 
Dubey CBreHisi npoiueHKO AHApin AyLUHnn Ahho Xoxaobo Ahho Bpeyc Ceprin Aobtoaiok BiKTopiB Mmpohkdk IpMHd 
CdBMUbKd BiKTop MiHeHKO Okcoho BiAoyc Mmkoao BiAoyc raHHd UnbyAbCbKa OAer UnbyAbCbKMM TeTJiHd raAdHeBMH 
BOAOAMMMP raAdHeBMH CoetDin BiAd rieTpO BiAd cPapiA Xd3inOB HdTdAijI Xd3inOBd POAiOH Xd3inOB HiHd KOCTKDMMHCbKd 
ApKdAin KOCTIOMMHCbKMM PMMd IIOCTOAOBa Irop IIOCTOAOB AlOAMMAd BMLUHeBd OAeKCdHAp BMLUHeBMM HdTdAin 
TQMQHeHKO AeHMC TypOB AHdTOAiM AeMCbKMM 3iHdiAd IIOAOAflKa llaBAO 303yAb IpMHd ropbdHb OAeKCdHAp 
ropbdHb lOAiil CdAdHiHd BdAepiM raBpMAfOK OAeKCdHAp FlpOLUeHKO IpMHO FlpOLUeHKO Ceprin AMTBMHeHKO TeTBHd 
AnTBMHeHKO 3eHOBifl FIciHOBCbKa Boaoammmp FIciHOBCbKMM Mmkoao rapeHeu,bKMM HaTaAia TapeHeubKa Pomoh 
rapeHeubKMM Mmkoao nepHMLueH AioboB riepHMLueHa Boaoammmp HiKtriH AiAiB KoBdAeHKO BdAepin KoBdAeHKO 
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nonEPEHHA HOPMA 


Koam iHOAi n TpanAsieTbc?i mocb npncTOMHe, po3yAAHe to AfOAflHe 
B HOLUiM Kpa'lHi, TO AMLLJe BCynepeH iCTOpMHHMM oSCTOBMHaM TO 
HauiOHOAbHMAA 3BMHKOAA. 

MOXAMBO, a6kl He TpaBMyBCITM BAOCHe CyMAiHHfl TO He 
nepeTBopmnc?i ho pyxoMy 6ioAoriHHO-couiaAbHy cUyHKuifo 
3aKOBTyBaHHsi-nepeTpaBAeHHsi-BMBepxeHHsi, TyT B3araAi Bapio 
nOBCflKHaC nOHyBOTMCa iHOnAaHeTflHMHOM. 

A 60 , npMHOMMHi, HyXMHLieM. CniBHyTAMBMAA eHTOMOAOrOM. 
CeHTMMeHTaAbHMAA nOAOpOXHiM. CaMypaCM, flKMM BkinaAKOBO 
3a6piB y ui KpaT, noAfobMB TyieLUHix 6iAOAax, xoh i xmtpmx, 
KopMCAMBMXTa 3a3ApicHMx (MabyTb, TOAAy n He Ayxe macAMBkix) 
aSopkireHiB, i BMpiLUMB TyT OTa6opMTMC?l, 3aMH?ITM KpnxiTHMM 
KAariTMK TepnTopii, niAKpecAeHO obtohomhmm, aAe BiAKpnTnn 
6yAb-?iKOMy mnpoMy, cnparAOAAy to HyxAeHHOMy rocTfo. Aaa 
Hboro 30BXAM 3HOMAeTbC51 MiCLie niA UMM AQXOAA, LUKOAO AMLUe, 
LUO HCIBiTb CnaTM TOCnOAOp OCeAi AAyCMTb, He BMnyCKOKDHM 
Mena. 

Ue, BAacHe, n e kopotko OAeropMHHa icTopisi UeHTpy cynacHoro 
MMCTeUTBO <(AAX». 

BiH bi/ihmk y ncanoMy 1994 poui, koam Bee, 3a boamkmaa 
paxyHKOAA, 3arkiHOAOC5i. ICTopifo n Kpa'iHy TOAi cIdoktmhho 
oxynyBOAM npoMAMCBiTM i raHrcTepn, jxi, ao peni, m AOTenep 
H03MB0K)Tb CBOfO KpMAAiHOAbHy AMKTOTypy TOpxeCTBOM CBO 6 OAM 
i AeMOKpaTif. Ue 6yAa enoxa cyuiAbHo'f pyMHauif, TOTOAbHoro 
p03Af0AHeHH?l rpOMOAflH, 51KMX HOCTiMAMBO M HOCMAbHMUbKM 
LUTOBXOAM nOKAOAQTMC?! AMLLie HO iHCTMHKT BMXMBOHHfl, 
BMHMLUyfOHM BIXHiM CBiAOAAOCTi 6yAb-?lKi AyAAKM npo COAiAQpHiCTb 
to B3aeMOAonoMory, npMAAyujyfOHM bIamoba^itmc?! BiA i 6e3 Toro 
xmtkmx npaBMA KyAbTypM. Ilpo ue aam, nocAiAOBHi MOHKypTM, yxe 
BCTMTAM 3a6yTM. 

Ue 6yAO 6paTCbKO MOrMAa \a\03M \3 HOArpo6HMAA KOAAeHeM 
Ayxy, LUO CKOHOB. 

«AAX» HO TOM AAOAAeHT 6yB 3yXBOAMAA BMKAMKOAA eHTpOnil'. 
MOXAMBO, TOAi Uboro COMe TaK i He CnpMMAAOAM, OAe TOK 6yAO. 
Ma6yTb, y KiAorpaMax AapeMHoro nanepy, mo HarpoMOAMBC5i 
b MeHe 3a hoc TyTeLUHboro a6opMreHHoro xmtt?i, a Mir 6m 
Cnpo6yBOTM BiAHOMTM «AOXiBCbKMM»MOHic|DeCT, 51KMM AOnOMOTOB 
CKAOAOTM BAOAy TpOlUbKOMy BOCeHM 1994-rO, OAe HOBiLUO? 
Moro npoBiAHy AyMKy ?i noM’^TOfo. HacaMnepeA ii_uAOC5i npo 
CTBOpeHH?! TepMTOpn BiAbHOl', p03KyT0l, HeperAOMeHTOBOHOI 
TBOpHOCTi. ripMHOMy TepMTOpil MOKCMMOAbHO TOCTMHHOT 
AA?1 6yAb-51KMX CMiAMBUiB — OpTMCTiB, XyAOXHMKiB, noeTiB, 
My3MKOHTiB. HOBiTb iAe?l ABOX 3QAiB — HOpHOfO i 6iAOfO — MOAO 


DIAMETRIC STANDARD 

When something decent, smart and humane happened in our 
country it is in spite of historical circumstances and national 
mentality. 

Maybe, in order not to harm your own conscience and not to 
turn into a moving biological and social gloating - digesting - 
and - excreting creature, one can pretend to be aliens. 

Or at least stranger. Sympathizing entomologist. Sentimental 
wayfarer. A samurai who accidentally wandered into these 
lands and liked the locals - miserable and cunning, mercenary 
and jealous aboriginals, independent, open and outspoken 
(maybe that’s the reason for their unhappiness) - and decided 
to settle here, to find a tiny piece of land. Guests are always 
welcome under this roof, though, sadly, the landlord will always 
have to keep his sword by his bed in the night. 

That is the short allegoric story of the DAKH Contemporary Arts 
Centre. It was founded in 1994, when everything else was dying 
out. The history and the country were occupied by vagabonds, 
chancers and gangsters, who still call their criminal dictatorship 
the ((triumph of freedom and democracy)). It was the time of 
social destruction, total disunion among people, who were 
persistently and forcefully pushed to rely only on their instinct 
for survival, crushing in their minds any thoughts about solidarity 
and mutual assistance, forcing them to deny the remains 
of the wobbly cultural rules. Those years have already been 
forgotten. 

It was the collective grave for illusions marked by a tombstone 
in the loving memory of the agonizing spirit. 

At that time DAKH was an audacious challenge for the 
crumbling decline of the day. 

Perhaps people did not see it that way in those days, but that 
is how it was. It is possible that somewhere in the piles of spoilt 
and useless papers collected over the years of my life in Ukraine 
I could still find the DAKH manifesto, which I had the honour to 
work on together with Vladyslav Troitskyi in the fall of 1994, but 
for what reason? I still remember its fundamental idea. First of 
all Vladyslav wanted to create a territory for free, unbiased and 
non-regulated creative work. He wanted it to be welcoming for 
all daredevils - artists, painters, poets and musicians. Even the 
idea of two halls - black and white - was supposed to create a 
comfortable environment for the theatre and for the artists. All 
those projects, turned out to be quite naive (at least on my part) 
- at that time there were simply no unappreciated geniuses 
working on masterpieces in cellars or shabby apartments. The 
underground movement tempered in the Soviet times had 


10 



3d6e3neHyBCITM KOMC|OOpT BOAHOHOC AA5I TeOTpy i XyAOXHMKiB. 
Bci ui npoeKTM, npnHOMMHi 3 Moro boxy, bm?ibmamc?i Aemo 
Hai'BHMMM — HeBM3HOHMX reHNB, 51 Ki TBOPMAM 6 AeCb no niABOAOX 
TO KBOpTHpOX, HO TOM HOC npOCTO He 6yAO. PaAJIHCbKOrO LUTM6y 
aHAerpayHA Bxe bctmt AeraAi3yBOTMC5i, a aaa TOAiLUHboT AAOAOAi 
iAea MklCTeUbKOI TO COUiOAbHOT KOHClDpOHTaUM BTpaTMAa 6yAb- 
5IKMM CeHC. BOHO ObMpOAO iHLUi OAbTepHOIMBM — nOnOBHfOBOTM 
pexei hm apMifo AAeHeAxepiB 3 npoAaxiB. 

r OAOKD, COM BaOA TpoTubKMM, 30CH0Byf0HM «AAX», MOB 
Ha6araTO KOHKpeTHiuji, xona no-CBoeMy Taxi x iAeaAicTMHHi uiAi. 
BiH npamyB ctbopmtm Teaip. Bcynepen, 51 k yxe 3a3HanaAOC5i, 
OSCTOBMHaAA i MiCLieBMM 3BMHKOAA. 

Ao peni, noro nonepBax i cnpnnH5iAM, 51 k eKCueHTpnxa, akmm 
AapeMHo BMipanae rpomi. 

3po3yMiAO, mo ho 5iKycb AepxaBHy AonoMory BiH i He 
po3paxoByBaB (Aobpe, mo baoaocsi BiABOfOBaTM npnMimeHH5i / 
Ae KOAMCb, ao peni, npautoBOAO moao cueHa TfOTy). AAe x i b 
yKpaiHCbKOAAy TeOTpi HO TOM HOC KOTaOC5I 603H0-m0. CTyAiMHMM 
6yAA, i3 51 kmaa, no cyTi, HanpMKiHui 80-x — ho nonaTKy 90-x 6yAM 
noB’?i3aHi roAOBHi noro bLakpmtt5i i cnoAiBaHm, octotohho Bmyx. 
OclDiuiMHMM TeaTp nepebyBOB y HaniBnapaAi30B0H0AAy CTOHi. 
BAOCHe, He 3hokdhm 51 k pearyBOTM ho HOBi nacn, BiH, 51 k xbomao, 
niujOB ho naHeAb y paAflHCbKMx o6hockox (xaxy npo TeHAeHuifo, 
51Ky, 3BiCHO, nopyLUyBOAM maCAMBi BMH51TKM). CbOrOAHi ui CTpo'f 
CTOAM AOPOXHMAAM, nOAeKOAM B TeOTpOX 3’5)BMAaC5l HOBiTb 
6ypxya3Ha nnxa, OAe noT5ir ao npocTMTyiOBaHm, baxaHm 
AOrOAXOTM TO ybAOXOTM He 3MeHLUMAMC5l. 

«AAX» AAMAAOBOAi, TMXO i BneBHeHO, npOTMCTO?lB uiki MepTBOTHOCTi 
i npOAOXHOCTi. 3BiCHO, TpOlUbKMM TO Moro Apy3i MOAM neBHMM 
iMyHiTeT npOTM 0C|Diui03y — TOAOHOBMTi HeOC|DiTM, 51 Ki CKAOAM 
51APO HOBOrO KOAeKTMBy, nepeBOXHO 3A06yAM nepUJMM AOCBiA 
aKTopcbKof rpM y CTyAif TaHi roAy6eHuoBoT, a ni3Hii_ue — b 
«YKpaTHCbKiM po6rmi», Ae iAeoAoroM to neAaroroM 6yB AHOTOAiM 
HepKOB (CbOrOAHi ue HOMnOBOXHiUJMM 30 BiKOAA OKTOp «AAXy»). 
Bohm OApa3y Mpi?iAM npo iHLuy rpy, HOBi KOHBeHun to npaBMAO. 

I XOH XTO 6 He CTOBMBC51 AO HMX 51K AO AMAeTOHTiB TO AAOpnHOAiB 
(30 BeAMKMAA paxyHKOAA i HO BAOCHe LUOCT51, «AOXiBUi» M AOHMHi 
He AMC|Dy3iK)BaAM i3 C|DOXOBMM CepeAOBMmeM, Ae AiA51Tb 3BOHH51, 
XM3yfOTbC51 KiAbKiCTfO pOAeM B TeAeMMAi TO nOKipHO oSCAyrOByfOTb 
BAOAy), 3AAyCMAM i3 UMMM npOBMAOAAM paxyBOTMC5l. 

BaXAMBO, LUO TyT 30BXAM BM3HOBOAM BAOCHy HeAOCKOHOAiCTb. 
3HOBy-TOKM, Bcynepen ycTOAeHMAA AAicueBMM 3bmho5iaa, Ae KOxeH 
nocepeAHiM peAAicHMK bboxoc ce6e BeAMKMAA momctpom. 
Bcynepen nacy, Ae He copomho nMUJOTMC5i cboim HeBirAOCTBOAA. 
Bcynepen couiyAAy, Ae KOAAOHAyfOTb HaniBrpaAAOTHi Kap' cpmctm, 
hmTtoaohtm nepeBOXHO noA5iraKDTb b yMiHHi nporMHOTMca nepeA 
HOHOAbCTBOAA TO 06 Mp 0 TM npOBMAbHMX KyMiB. «AAX», HOBnOKM, 3 
nepUJMX KpOKiB CMHXpOHi3yBOB TBOpniCTb TO HOBHOHH5I. 
nepec|Dpa30Byf0HM ctopmm oc|dopm3aa, moxho cko30tm: «Ckoxm 
AAeHi, XTO TBikl BHMTeAb, i 51 CKOXy, XTO TM». CepeA HOCTOBHMKiB 
«AOXiBUiB» 6yAM HeOpAMHapHi OCOSMCTOCTi, TOK COAAO 
«napaAeAbHi», AMCTOHUiMOBOHi BiA 0C|Diui03y AlOAM — CyBOpMM 
MyApeUb BOAOAMAAMp MmKOAOMOBMH OrAOSAiH, iHTeAeKTyaAbHMM 
npOBOKOTOp BopMC iOxaHOHOB, 30CepeAXeHMM OHOAiTMK 
Irop AMCOB, HapeUJTi, CnpaBXHiM TeaTpaAbHMM HapiBHMK KLIM. 


already been legalized and for the young the idea of artistic 
and social confrontation lost all its sense. Young people chose 
other alternatives - they joined the racketeers or were drafted 
into the army of sales managers. 

Establishing the DAKH Troitskyi had much more specific yet 
as well transcendental and idealistic objectives in mind. He 
wanted to create a theatre regardless of all circumstances, 
independent of local customs.6 

At first he was treated as a geek splashing his cash around. 
Needless to say he did not count on any financial assistance 
from the government (he was quite happy to get the premises, 
which, by the way, were once used as the small stage of the 
children’s theatre ). In those years Ukrainian theatre was a 
mess. The studio bubble, on which it anchored its hopes at the 
end of the 1980s - beginning of the 1990s, finally burst. Official 
theatres were semi-paralyzed and even crippled. Not knowing 
how to adjust to the new life they went to the streets like 
whores wearing Soviet hand-downs (fortunately, the trend was 
broken by a few blessed exceptions). Nowadays those theatres 
have become more expensive, some of them even acquired 
bourgeois arrogance, however, their disposition to prostitution 
is still there along the desire to please and heel. 

Unintentionally, quietly and steadily the DAKH opposed such 
numbness and corruption. Of course, Troitskyi and his friends had 
certain immunity against officials - talented newcomers and 
neophytes who made the nucleus of the new company mainly 
received their acting experience in the Tetyana Holubentsova’s 
Studio and later in the «Ukrainska Robitnya», which was created 
and trained by Anatoliy Cherkov (now he is the oldest member 
of the DAKH company). From the very beginning they dreamt of 
different acting, new conventions and rules. Even though there 
were many people who treated them as amateurs, outcasts 
and misfits (generally speaking and luckily for them even 
now the DAKH troupe have not mingled with the professional 
environment, where grabbers distribute the ranks and boast of 
the number of parts played in soap operas and humbly serve 
the officials), the DAKH made everyone take account of its own 
rules. 

It is important to mention that the DAKH company has always 
acknowledged its imperfection. And it was also contrary to the 
permanent local traditions, subjectto which all mediocre artisans 
think of themselves as of grand masters. Notwithstanding the 
time, when it is not shameful to be proud of general ignorance. 
In defiance of society, which is ruled by poorly educated place 
hunters, whose talents mainly include the ability to kneel in front 
of their bosses and choose serviceable godfathers for their 
children. On the contrary DAKH has synchronized creative work 
and education since the first days of its existence. 

Rephrasing the old aphorism I can say: «Tell me who your 
teacher is and I will tell you what you are». There were unique 
and extraordinary individuals and people distant from officials 
among the DAKH mentors - strict wiseman Volodymyr Ogloblin, 
intellectual instigator Boris Yukhananov, focused analyst Ihor 
Lysov and, finally, the genuine theatre magician KLIM. Each 
of them left something behind, instilled and implanted some 
personal outlook to Troitskyi’s team. For example, Ogloblin 
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KOXeH 3 HI/IX LUOCb TyT 3CIAMLUMB i npMLUenMB KOMOHAi BaOAO 
Tpo'fubKoro neBHi BaxAMBi peni. OrAobAiH, cxaxiMO, hobhmb 
yBOXHO BHMTyBaTMCfl B AiTepaTypHMM TeKCT i BAMBAflTMCfl B CBiT, y 
HbOAAy BiAo6paxeHMM, noMinaTM TMC5iHi AeTOAen to eAeAAemiB, 3 
5IKMX CKAOAQGTbC?! XMTT5I. fOxaHOHOB AOBOAMB, LUO HeMOG HiHOrO 
HeMOXAMBoro, 6yAb-?iKoro obpifo akdamho Moxe AOC5irHyTM 
— Tpe6a AMLue BipnTM, TpeHyBaTMCfl to bmhomtm aaa uboro 
iHdpyMeHTM to MexaHi3Mki. KLIM noacHMB i npoAOBxye, xboao 
BoroBi, ue po6mtm, luo AAmeub 3AQTeH He npocio ocamyTM 
CBiT, a n npoaBMTki HeBMAMMe — Te, Horo mm He 6ohmmo, aokm 
He p03BMHeM0 BHyTpiLUHiM 3ip, a6M Ai3HaTMC51 iCTMHy npo HOC 
CCIMMX. 

A me, AiA?lHMCb CBOIMM 3HaHH5)MM TO AOCBiAOM, Bci BOHM BHMAM 
MyxHOdi. BiABarn 6yTM co6okd. He paxyBOTMC?) 3i CTepeoTMnaMM. 
ByTM BiAnOBiAOAbHMM. He A5IKaTMC5l LUAflXy i 30HMHeHMX ABepeM. 

Ui ypoKM He npocio ctoam b npMroAi BAOAy TpoiubKOMy, a n 
BM3HOHMAM pyx «AAXy». BiH, nociynoBO cfcopMyfOHM hobkoao 
ce6e npexpacHe rAflAautxe koao — moaoamx, po3yMHMx, 

BiAbHMX TO p03KyTMX iHTeAeKTyaAiB, BMie P03M0BA5ITM 3 HMMM 
pi3HMMM TeaTpaAbHMMM AiOAeKTOMM, yCBiAOMAfOfOHM, LUO B 
iAeaAi HOBO BMCTOBO — 3CIBXAM HOBMM TeOTp, a CTeXOK AO iCTMHM, 

51 k i ao cepm, icHye 6e3Ain. ToMy b iciopiT «AAXy» npMpoAHO 
cyciA?iTb Ao6poTHi peaAidMHHi, rpyHTOBHi ncMxoAoriHHi bmctobm 
BOAOAMMMpa OrAOSAiHO i XMTKi 30 CTpyKTypOfO nepclDOpMOHCM 
i3 uMKAy ((YKpaiHa MidMHHa», Ae meKcnipiBCbKi cfoxeTM 3aHypeHi 
b apxaiHHMM xaoc eTHO-My3MKM rypiy <(AaxaBpaxa». ToMy TyT, 
He HeKOfOHM 3axiAHMX TpOHTiB, CTOBA51Tb OKTyOAbHi HiMeUbKi 
TO 6pMTOHCbKi APOMM M OHOTOMyKDTb CyHOCHe CyCniAbCTBO, 
Po6a?ihm naAauoM coc|DOKAiBCbKoro uap5i EAina 3arpaTOBOHy 
cobany byAKy. ToMy TyT oktop He AMme He boiTbC5i 3aAMmaTMC5i 
HOOAMHUi i3 30A0M, OAe 30BXAM MOG mO CK030TM TAflAOHOM, 51K 
ue, HanpMKAOA, BiA6yBOCTbC51 y BMCTOBOX UMKAy «...CeMb AHefi 
C MaMOTOM...)), TO, 3BMHOMHO, He AMme B HMX. 

«AAX» icHye Bcynepen CMTyauif, He3BaxafOHM ho 3araAbHi 
iHTpMTM i Ta6eAi npo POHTM. He npMCTOCOByfOHMCb AO HMIXOCb 
CMOKiB to bmmot, a noKAOAOfOHMCb ho cbokd iHTyfuiio, c|DaxoBy 
OAepXMMiCTb TO HeCHiCTb. I UeM KAOCMHHMM CnOCi6 MMCTeUbKO] 
nOBeAiHKM M CbOrOAHi BM51BA51CTbC51 HOMec|DeKTMBHimMM — 51KmO 
o6’CKTMBHO OUiHMTM AOC5irHeHH51 UbOrO TeaTpy HOBiTb nopiBH51HO 
3 HaM6araTLUMMM TO HOMCTOTeHHimMMM CTOAMHHMMM TpynOMM, 
3raAOBmM M CepM03Hi 30K0pA0HHi TOCTpOAi, i BMCTynM HO 
COAiAHMX MiXHapOAHMX C|DeCTMBaA51X, i C^OKTMHHO 3AiMCHeHi 
BAOCHMMM CMAOMM Kpami MMCTeUbKi iMnpe3M OCTOHHiX pOKiB 

y KMCBi — rorOAbFESTM. BAOCHe, ue i e HopMa, 3a ?ikokd bopto 
xmtm, HOBiTb koam peLUTa tboTx KOAer icHye reTb iHOKme. AAe TyT 
yxe Tpe6a kamkotm He KpMTMKiB, a AixapiB — o6m nepeBipMTM, 
HM CnpaBAi BOHM XMBi. 

CepriM BacMAbCB 
Km'ib. 2012 pi k 


showed them how to read texts attentively and see the world 
reflected in them, notice thousands of details and elements 
which make up life. Yukhananov proved there was nothing 
impossible, that people were able to reach any height - they 
only had to believe, train and find means and mechanisms for 
that. KLIM explained and (laus Deo) is still explaining that an 
artist is not simply empowered to feel the world, but has the 
ability to reveal and display invisible things - something we 
cannot see until we develop our inner vision in order to find the 
truth about ourselves. 

Sharing their knowledge and experience they all trained the 
company to be brave. The bravery to be unique. Never to 
regard any stereotypes. Be responsible. Not to be afraid of the 
path and the closed doors. 

Those lessons were not only of service for Troitskyi, they shaped 
the spirit of DAKH. It gradually formed a beautiful circle of 
intellectual spectators - young, smart, free and coming out of 
their shells - and now it talks to them in different theatre dialects, 
understanding that a new performance is always a new theatre 
and there are numerous ways to the verity, as well as there are 
multiple ways to the human heart. For this reason, high quality 
realistic and thoroughly psychologically elaborated productions 
of Volodymyr Ogloblin and structurally unstable performances 
from the «Mystic Ukraine)) series, in which Shakespearean plots 
are blended into the DakhaBrakha band’s archaic chaos of 
ethnic music, go hand-in-hand so naturally with DAKH’s history. 
For this reason, not expecting to win any western grants, DAKH's 
company stages such topical German and British dramas and 
dissect modern society, turning a grated doghouse into the 
palace of Sophocles’ King Oedipus. For this reason, actors 
here are not afraid to face the audience and always have 
something to say to people, as, for example, it happens in the 
productions of the «...Seven Days with the Idiot...)) series and, 
naturally, many other shows. 

DAKH exists in spite of the situation, notwithstanding general 
intrigues and rankings. It does not adjust to anyone’s tastes 
or demands, but relies on its own intuition, professional 
obsessiveness and honesty. Such classical artistic behavior 
is most efficient these days - especially when we recall and 
objectively evaluate the theatre’s achievements even when 
compared to the most well-to-do and honorable Kyiv theatre 
companies, and DAKH’s tours and performances at respectful 
international festivals and, of course, GOGOLFESTs, the best 
artistic shows and productions of recent years in Kyiv staged 
and arranged at its own cost. That is the standard worthy of 
being a model for life, even when the rest of your colleagues 
exist differently. And here it would be much better to call for a 
doctor, rather than a theatre critic, to see whether they are 
actually alive. 

Serhiy Vasylyev 
Kyiv. 2012 
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BAAAMCAAB TPOlUbKMM 
KOMEHTAP BIA nEPLUOl OCOBkl 

Byp5iTi5i 

OAHe 3 noiyxHMx amt5)hmx BpaxeHb - MoryTHidb npnpoAM. Asi 
piHKM - CeAeHra n Yao, Tai/ira, cren, 6e3KpaT piBHMHM, conxn, 
BdMKClA, AQUQHM... 3BMHOMHO, 51 TOAi 6yB AOAeKMM BiA 6yAAM3My, 
HOBiTb CAOBCI TOKOrO He 3HOB, OAe COMe BiAHyTT51 AAiCU51 BiAKAOAOC51 
B AAOIM CBiAOMOCTi. 

AO peBOAfOUIl’YAOH-yAe 6yB K03ai_l,bK010 CTOHMUefO. BaTbKM TOTa 
m mcimi/i - nepeceAeHui 3 YKpaiHM, Mei_uKaAi/i ho AaAeKOMy 
CxoAi me 3 Apyro'f hoaobmhm XIX ct. Bohm Hinoro He po3noBiAQAM 
npo cbog xmtt5i. AiA 6yB y Tabopax, tom otpmmob Ty6epKyAb03, 
i Moro BiAnycTMAM AOAOMy noMkipaTM, aAe 6a6yc5i Moro 
BMAiKyBOAO. BiH npaUfOBOB HO 3aAi3HMI_lj. y HMX 6yB BAOCHMM 
6yAMHOK i rocnoAapcTBO. Ba6yc5i npaufOBOAa b KpaMHMui, Ae 
npoAOBOAOCb yce - BiA KpynM ao KOHcepBiB. 91 npMi3AMB ao hmx 
HO AiTO, M KOAM MeHe He XOTiAkl 3aAMLUaTM COMOrO, 51 CI/IAiB y 
KpaMHkiui. Aoci naAA’5iTaio uen cneukiclDiHHMM 3anax ciAbno: 
3epHa to cyxoc^pyKTiB... 

AiAa no 6aTbKOBiM AiHif b xmbmx He 3aciaB. BiH 6yB mmcambuom. 
klOMy 6yAO 3a BiciMA6C5iT, koam ho Hboro b Aici BnaAa cocho. 
BiH BMAp5inaBC51, AiMLUOB TOMrOlO KiAbKa KiAOMeTpiB AO AOMy, 
BMKAMKOAM LUBMAKy, 51KO npHIXOAO 30 KiAbKO rOAMH, npMBe3AM 
ao AkapHi, 3po6mam onepauiio, aAe 3a6yAi/i cko3citm, mo nicA5i 
onepauiT He moxho nMTM BOAy. 9\k hocalaok - blakpmto paHa, 
3apaxeHH5i, amxomohko, CMepTb. A 6a6yc5i, Moro ApyxMHa, 
noAAepAa b 92 pokm. Boho moAH5i luamm pix xoamao 3 a 7 
KiAOMeTpiB MOAMTMC51. MemKaAa caMa, 3aionkiAa ninxy, A5irAa 
cnaTM m ynaAiAa. 

«BaTbKO 6yB iHxeHepoM-6yAiBeAbHMKOM, moth - BHi/ueAbKOio 
OHrAiMCbKoT mobm y cneumKOAi. MemKOAM mm no ByAMui 
X. HaMcapaeBa, i mA5ix ao lukoam T5irHyBC5i tpm Ayxe aobtmx 
3ynMHKM TpaMBaeM, aAe nacTime - no Tpy6ax AA5i boam, 
npOKAOAeHMX niA 3aAi3HMHHOK) KOAieiO. 9\ XOAMB AO OHrAiMCbKoT 
cneumKOAM No3-ueHTpaAbHoTmKOAM YAOH-YAe. BaTbKM 6araTO 
npauiOBOAM, TOMy bmxobohh5i BiA6yBaAOC5i caMe co6oio. BaTbKO 
po3noBiAaB Ha Hin icTopn 3i CBoro amtmhctbo - HaneBHO, Moro 
apTMCTM3M 3irpaB poAb y MoeMy c|DopMyBaHHi». 

(dlepme MOTopomHe BpaxeHH5i b MoeMy xMTTi 5i otpmmob ime 
b Byp5iTM. 9\ no6aHMB TiAO b6mtoT akdamhm 6iA5i AOMy. Y HamoMy 
niA’i'3Ai b cniAbHOMy niABOAi b6mam cyciAa, m nA5iMM KpoBi, 
o6BeAeHi MiAiuioHepaMM KpeMAOio, p5i6oTiAM b onax. YSmbuio 
3HaMmAM HacTynHoro AH5i m nocaAMAM, aAe BxiA y ueM niABOA, 
Ae 6yAM KOMipHMHM BCix MemKOHUiB 6yAMHKy, BiATOAi 6yB 
nOB’5l3aHMM 3i CTpaXOM i CMepTK). CMepTb HOOHHO yBipBOAaC51 
AO MOe'l CBiAOMOCTi. B AMTMHM CTpOX CMepTi npOKMAOCTbC51 
paHo: AiAycb cnaB 3i mhokd b oahm KiMHaTi, i panTOM 5iKocb 
HenpMpoAHO npMTMx - MeHi 3aoaoc5i, mo BiH noMep. ByAO tok 
CTpamHO, mo, noKM BiH He BopyxHyBC5i, 5i 6o5iBC5i amxotm. Ue 6yB 
MiM nepmMM MicTMHHMM AOCBiA. A noTiM TpanMAac5i Hane6TO 
iHma peaAbHicTb, nyxa BCbOMy xMBOMy: ociHb, naMopo30K, 
y KaHaBi 3apy6AeHa aioamho y mKapneTKax... Ue HeHane 
MaTepiaAi3aui5i iHmoro CBiTy, i Ha nepmoMy nAOHi He BiAHyTT5i 
3AOHMHy, a BiAHyTT5i CMepTi - ocb xe boho, y mKapneTKax... 
HOBiTb 3apa3 3rOAyBOTM XOAOAHO M CAM3bKO». 

((9\ 6araTO hmtob, yAOMa 6yAa hmmoao 6 i6AioTeKa, i tom - noBHe 
3i6paHH5i ((BMdAMoreKM BceMMpHOM AMTepoTypbi)) y 200 tomox. 


VLADYSLAV TROITSKYI 
FIRST PERSON COMMENTARY 

BURIATIA 

The might of nature was one of the most powerful impressions of 
my childhood. Two rivers - the Selenga and the Uda, - steppe, 
endless plains, hills-sopkas, Lake Baikal and datsans... Of course, 
I was far from Buddhism af fhat time and I did not even know 
such a word, but I remember the feeling that place gave me. 
Before fhe revolution Ulan-Ude was a Cossack stanitsa (village). 
My grandparents moved from Ukraine to the Far East in the 
second half of the 19th century. They never told me anything 
about their lives. My grandfather was a prisoner in a labour 
camp where he was infected with TB and released to die at 
home. However, my grandmother managed to save him. He 
worked at the railway station. They had a house and even kept 
some animals. Grandmother worked in a store where they sold 
everything from grains to canned food. I visited them during my 
summers and when they did not want to leave me home alone 
I had to stay at the store. I can still remember that particular 
smell of grain and dried fruit... 

I have never seen my paternal grandfather. He was a hunter. He 
was over 80 when a tree fell on him in the woods. He managed 
to scramble from underneath it and walk for a few kilometers 
through the taiga to reach home. An ambulance was called 
and it arrived in a few hours. My grandfather was taken to 
hospital and had a surgery, but no one warned him not to drink 
water and infection got into the open wound and he died. My 
maternal grandmother died at the age of 92. She used to pray 
every day and walked 7 km to the village church. She lived 
alone, burned wood in a stove and one day went to bed and 
died from carbon monoxide poisoning. 

«My father was a civil engineer and my mother was an English 
teacher in a school. We lived in the Namsarayev St. and I had 
to get to school by tram or, more often, along water pipes laid 
under the railways. I studied at school #3 - the middlemost 
school in Ulan-Ude - we had advanced English lessons. My 
parents worked hard so I basically grew up on my own. Father 
told me bedtime stories from his own childhood, and, perhaps, 
his artistic impressions played a role in my development)). 

«l had the first frightful experience of my life in Buriatia. I saw a 
murdered person by our house. A neighbour was murdered in 
the basement and pools of blood outlined by police officers 
with chalk rippled in my eyes. The murderer was found the next 
day and imprisoned, but the entrance to the basement, where 
people had their utility rooms, has been associated with fear 
and deafh ever since. Death visually violated my mind. A child 
starts fearing death at an early age: once my grandfather 
and I shared a room one night and I thought he had stopped 
breathing; it seemed like he was dead. I was so scared that I was 
literally afraid fo breafhe myself unfil he moved. It was my first 
mystic experience. And then another reality happened to me 
and it was strange for everything alive: fall, frost on the ground 
and a hacked person lies in a ditch... it was like materialization 
of another world and on the foreground there was not a feeling 
of a murder, but a feeling of death - there she lay, wearing 
socks as if she had still been alive... even now I go cold and 
clammy when I remember it.)) 

«l read a lot in my childhood; we had a large selection of books 
at home, including 200 volumes of the ((World Literature Library)), 
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51 Ky 51 ((npOCKOHyBOB)). KOAM bOTbKM Ha AiTO BiAnpaBA51AM MeHe AO 
Ta6opiB, 51 CBikl aBTOpMTeT 3apo6A51B TMM, LUO p03n0BiA0B iCTOpn. 
AxeK Aohaoh, Kohoh AoMAb, Momh Pma, XyAb BepH... LUo6ie6e 

CAyXOAM, TMAA nOHe AiTM, Tpe6a TPMMOTM nybAiKy, BM6yAOByBOTM 
TeMnopMTAA, po6mtm nay3M - ue MeHe 30Hap0ByB0A0. 3bmhomho, 
6araio c|DaHTa3yBaB - ycboro x He 3anaM’5uaei_u». 

YKPAIHA 

y 6aTbKiB 6yAa Mpm noBepHyTMC5i b YKpaTHy. y 1975 poui, 
KOAM MeHi 6yAO 11, 6aTbKO BAOLUTyBaBC51 HO TPEC y MiCTO 
CBiTAOAapCbK, Ae MM npOXMAM piK. IIOTiM 51 BCTynMB AO c£>i3MKO- 
MOTeMOTMHHoro iHiepHOTy npM yHiBepcMTeii b KmcbL a 6aTbKO 
nepeBiBC5i ao Hopho6ma5i. BaTbKM molukoam y ripMn’5iTi, a 51 - b 
iHTepHOTi. Y MOTepi 6yAa Mpm, mo6 51 ctob yneHMM. 

B iHTepHOTi cepM03Ha c|Di3MaT-niAroTOBKa cyciAMAa 3 cyBopoio 
AMCUMriAiHOlO TO C3yiTCbKHM AOHOCHMUTBOM. Y HOC 6yB 
AMpeKTOp, npo 51KOrO XOAMAM HyTKM, LUO BiH 6yB HOHOAbHMKOM 
Ta6opiB. no cyTi, ue 6yAa CMCTeMa cyBopiBCbKoro ynMAMma 
nAioc piBeHb niAroTOBKM Apyroro-TpeTboro Kypcy yHiBepcMTeTy. 
y HOC 6yAO CTOBiACOTKOBe npOXOAXeHH51 B HOMKpami BMLUi 
Kpa'lHM. 

niCA51 30KimeHH5151 nOIXOB BCTynOTM AO MOXOMCbKOrO BiMCbKOBOrO 
iHxeHepHO-TexHiHHoro iHCTMTyTy niA niTepoM - HanKpamoro 
Ki6epHeTMHHoro BMi_uy BiMCbKOBoro npocUiAio b CPCP. Aic... 
KOMapiB, 51K C 06 aK. HOC BMUJMKyBOAM HO riAOUy, MM CTO'lMO rOAi 
no no5ic, bohm hoc xepyTb, i He moxho xAonaTM... a 5iKnncb 
npanopmMK 6a3iKae... II 0 CT 051 B niBroAMHM i 3po3yMiB, mo M 051 
BiMCbKOBO Kap’epa HO UbOMy 30KiHHMA0C5l. 

riOTiM 51 BMpyLUMB BCTynOTM AO McpTI - OAHOrO 3 HOMKpaLUMX 
cepeA c|Di3TexiB. ripMixaB y AoAronpyAHnn, bmmluob ho nepoH, 
n0CT051B i CiB HO eAeKTpMHKy B npOTMAeXHMM 6iK. y MOCKBi, B 
MAY, 51 npOXMB ABi HOHi B npM51TeA51, n03H0M0MMBC51 3 AlOAbMM, 
51 Ki MiC51U51MM He BMXOAMAM 3 6yAiBeAb yHiBepCMTeTCbKOl' 

6araTonoBepxiBKM. 91 3po3yMiB, mo tok He xony. noBepHyBC5i ao 
Kmgbo i BCTynMB ho paAioTexHiHHnn c|DOKyAbTeT Km. Ha TpeTbOMy 

Kypci 51 nOHOB CepM03H0 30MM0TMC51 HOyKOlO, npOUlOBOTM 
ho Kac|DeApi. nepmi abo pokm xmtt5i 6yAM - npocTO moamho. 
3hohh5i 3 6o30bmx npeAMeTiB nicA5i iHTepHOTy 5i mob iHOAi Kpami, 
Hix y BMKAOAOHiB. 

y 60-Ti pOKM dp i3MKO, 51K nOAe HOyKOBMX AOCAiAXeHb, 6yAO 
oxonAeHa pomohtm3mom: 6yAyBOAMC5i HayKOBi ueHTpM, 
po3BMBOBC5i tom xe McpTI. AAe Bxe y 80-x, koam 5i BCTynaB, yBecb 
ueM eHTy3ia3M cnaAOB, HayKOBe cepeAOBMme 3acTMraAO, 
noT5irHyAO po3kaoaom. 

TEPMTOPIF1 CBOBOAM 

9\ HOAexy ao ocTaHHboro noKOAiHH5i xBMAi nepeTBopeHH5i 
«C|Di3MKiB HO AipMKiB)). COUiOAiCTMHHO iAe51 nOMMpOAO. 3Ai6HOCTi, 
TBopna eHeprm, pomohtm3m - yce ue moxho 6yAO 3acTOcyBOTM 
TiAbKM B HOBMX TOAy351X AlOACbKOI Ai51AbHOCTi. B enOXy CTOmOUM 
couiaAi3My uieio hobokd raAy33io 6yB 6i3Hec. Ue 6yB no- 
CBOCMy pOMOHTMHHMM HOC - CBOCpiAHO peBOAIOUm: HOC, KOAM 
He30AeXH0 BiA CBOrO nOXOAXeHH51, OCBiTM TO KaniTOAy, AlOAMHO 
MOTAO CTOTM yciM. BHyTpil_UH51 Bipa, BiABara, Mpm, PM3MK - AA51 
Uboro 6yAO Heo6xiAHO Bee Te, mo Heo6xiAHO b enoxy 6yAb-5iKoT 
peBOAfOUII. y Moro nOKOAiHH51 He 6yAO BM6opy: TpMMaTMC51 30 
CTape a6o cropn toaoboio kmaotmc5i b noTiK HOBoro xmtt5i. 
y AepxaBy, mo TpimaAa no lubox, i b AioACbKy CBiAOMicTb 
bxoamao HeMMOBipHa cbo6oao. AA51 moaoamx TeaTp 6yB 


which I scanned from cover to cover. When my parents sent 
me to summer camp I made friends telling stories. Jack 
London, Arthur Conan Doyle, Mayne Reid, Joules Verne... I was 
fascinated with people (moreover, children) listening to me 
- I learned how to keep their attention, use timing and make 
pauses. Naturally, I fantasized a lot, because, obviously, you 
cannot remember everything)). 

UKRAINE 

My parents dreamed to return to Ukraine. In 1975, when I was 
11, my father found a job at the GRES (TPS) in Svitlodarsk, our 
family moved and we lived there for a year. Then I entered the 
boarding Kyiv school of physics and mathematics, my father 
found another job in Chornobyl. My parents lived in the town 
of Prypyat, and I stayed at the boarding school. My mother 
always wanted me to become a scientist. 

At the boarding school physics and mathematical lessons 
were combined with strict discipline and Jesuitical snitching 
and informing. Rumour had it that our headmaster once was 
a commander in a labour camp. The school was based on the 
Suvorov Military School system combined with the educational 
level of the 2nd or even the 3rd year of university studies. All 
graduates from my school entered the best universities all over 
the country. 

After I finished school I went to St. Petersburg to enter the A. F. 
Mozhaisky Military Space Engineering Academy, which was the 
best cybernetic military higher education institute in the USSR. 
Imagine if you will a forest and thousands of mosquitos. We were 
lined up on the grounds, half-stripped, mosquitos were literally 
feeding on us, but we were not allowed to kill them... some 
praporshchik (NCO) was telling us something. In 30 minutes I 
understood that my military career was over. 

I decided to enter the Moscow Institute of Physics and 
Technology (State University) - one of the best physics and 
technical universities of its time. I arrived to Dolgoprudny (a town 
in Moscow oblast), stood on the platform at the railway station 
for some time and decided to go back. While I was in Moscow 
a friend of mine invited me to stay for 2 days in his dormitory 
at the Lomonosov Moscow State University. There I met people 
who had to study so much that they had not left their rooms 
for months. I understood I did not want that. I went back to 
Kyiv and entered the engineering and physics department at 
the National Technical University of Ukraine «Kyiv Polytechnic 
Institute)). In my third year I joined the academic department. 
The first two years were simply a «piece of cake)). Thanks to the 
education in my school; in some cases I even knew more than 
my lecturers. 

In the 1960 physics and scientific research works were very 
romantic: the government financed scientific centres and the 
aforementioned MIPT was developing. But in the 1980s, when 
it was my time to become a student, enthusiasm subsided, 
scientific medium was freezing and it was the beginning of 
decay. 

TERRITORY OF FREEDOM 

I belong to the last generation of people who turned from 
physicists into lyricists. The idea of socialism was dying. Skills, 
creative energy, romanticism - you could apply them only in 
the new fields of human activities. Business was one such new 
field in the years of stagnation of socialism. That time had its 
own romance - it was an exotic revolution: people could 
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He npodo MkideuTBOM. Ue 6yAa Tepmopm BiAHOMAeHm 

UiAiCHOCTi TO CB 060 AM. BmHMKAO BeAMHe3HO KiAbKiCTb «BipyBOHb» 
i c|DiAOCOc|cin: BiA AeAOAi nonyA?ipHiLUMx cxlahmx 6omobmx 
MMCTeUTB AO TeOTpy. riOLUyK CB 060 AM TO Bipkl 6 yB iHTyiTMBHMM 
BM 6 opOAA. P03B0A BMBiAbHMB BeAMHe3Hy TBOpHy eHephlO, LUjAMHM 
y Mypi aqboam oco 6 AMBe CBiTAO, i Teaip 3aqbobc?i oco6ambokd 
30 HOK), AAicueAA AyxoBHoro noLuyKy. Moe noKOAiHH?i Bxe He 
BCTMTAO BpOCTM y Lie uiAKOBMTO. Mm 3apa3MAMC51 TeOTpOM, MM 
LUyKOAM, HMM 3apa3MTMC5l. 

y Km 51 n03HdM0MMBC51 3 OAerOM CKpMnKOfO, MM MeLUKdAM 
B OAHiM KiMHdTi, OprdHByBdAM CBOfO TBOpHy KOMyHy. riOTiM, 
HdMdTdfOHMCb 3dAMLUMTMC51 My3MKdHTOM, CKpMnKd 6yB 
3MyLLieHMM no'lXdTM AO CPpdHUIl'. 9 \ X XOTiB XMTM TyT. 5 \ me MOB 
iAKD3lf mOAO 3AdTHOCTi pdA^HCbKO'lHdyKM yBiMTM B HOBy pedAbHidb 
i 30AMLUMTMC51 HOyKOfO. Td OCKiAbKM 51 o6pdB YKpdlHy, 51 l"IOBMHeH 
6yB npMMH51TM HOBe XMTT51 - XMTT51 51 K TeXHOAOHlO CBO 6 OAM 3d 
hobmx yMOB. PedAbHOio TepMTopieio cbo6oam 6yB 6i3Hec 3 
ycieio cbogio «poMdHTMKOio» - b Aanxax i 6e3 Adnox. 
y KOXHOrO Hdcy, B KOXHOrO nOKOAiHH51 CBOI 3dKOHM M HenopyLUHi 
npdBMAd, «TepMTopi5i ycnixy»- noAo6deibC5i ue TOMy hm iHUJOMy 
noKOAiHHio, d6o Hi. TdAdio, mo AA5i Moro noKOAiHH5i ue 6yAO 
mdCAMBOlO KdpTOKD - Tie'f CBObOAM, 51Kd 6yAd, BXe HeMdG M 
6yTM He MOXe. CyCniAbCTBO CTpyKTypyBdAOC51, XMTT51 BXOAMTb 
y 3BMHHe piHMLUe. P03nAdTd 3d ue - AeAdAi MeHLUe MiCU51 AA51 
AMBd. 

CniAbHi noujyKM npMBeAM Hdc 3i CKpMnKOio ao dyAii AiAepd 
yKpdi'HCbKoro TedTpdAbHoro dHAerpdyHAy b KncBi - AHdTOAm 
reopriMOBMHd HepKOBd. Tyi mm 3ycipiAMC5i 3 Ayxe cepno3Hoio, 
npOAyMdHOK) TedTpdAbHOKD CMCTeMOKD M HeMMOBipHMMM 
0C06MCT0CT51MM. iOpd ^lueHKO - yneHb HepKOBd, HdBHdBC51 TOAi 
B AHdTOAi51 BdCMAbGBd. Mm 13AMAM AO FlueHKO B MOCKBy, XMAM 
ho noBdpcbKiM. AHdTOAiM HepKOB, OAeKCdHAp ToxapnyK, lOpin 
flueHKO BBeAM HdC y CBiT AHdTOAi51 BdCMAbGBd, EMMyHTdCd 
H51Kp0UJ10Cd, GXM fpOTOBCbKOrO - Becb UeM BeAMHe3HMM 06LUMP 
TedTpdAbHoro Mic|Dy KiHU51 80-X pOKiB. ByAO BiAHyTT51, l_UO MM y 
CBOGMy noujyKy nepebyBaeMO b KOHTeKCTi CBiTOBoro TedTpy. 
niCA51 no'l3AKM AO MOCKBM, Ae HOC AMBMAOC51 MOCKOBCbKO 
MOAOAd KpMTMKd, HdM 3dnponOHyBdAM y HdCTynHMM npMI3A 
rpdTM B ByAMHKy AKTOpd. Mm BiAHyBdAM, LUO 30MM0GM0C51 
HMMOCb CepM03HMM. TyT TdKOl' niATpMMKM KpMTMKM B HOC HiKOAM 
He 6yAO. y KMGBi HepKOBd CBiAOMO 3HMLUyBdAM, riMCOAM, LUO BiH 
KOAiHMTb nCMXiKy AiTeM. 

HocnpdBAi ue 6yAO cepno3Ha CMCTeMd TeoipdAbHoTocBiTM, ho 
51Ky Tenep MdMXe HeMOXAMBO HdBdXMTMC51, OCKiAbKM CbOrOAHi 
uieT eHeprn HeMoe OHi b cycniAbCTBi, OHi b OKpeMMx akdaax. 
HdAexHicTb ao MMCTeuTBd Bxe He e KdTeropieio c|DiAOCOc|DCbKoT 
hm peAiriMHoTo6poHOCTi. OAHOK5iKmo b KMGBi ue moao xopoKTep 
dHAerpoyHAy, TedTpdAbHoro niAniAA5i, KOHTp-KyAbTypM, to b 
MOCKBi Hd TOM HOC UeM pyx Hd6yB C|DOpMM <(MeMHCTpMMy» - 
HOA3BMHOMHO nOTyXHOrO eBOAKDUiMHOTO BM6yxy, AiAepOM 51KOrO 
6yB AHdTOAiM BdCMAbGB. He npdTHyTM TyAM 6yAO HeMOXAMBO. 
BAdCHe, 5i He 6yB bmh5itkom. 

Ue 6yB npM6AM3HO 1987 piK, 5iki_uo He noMMA5iiocb. Mo'fTOBdpMUji 
AbOUJd lAAKDHeHKO Td AlOAMMAd BdCMAeHKO nOIXdAM BCTyndTM 
AO BdCMAbGBd, i 51 Tex - npOCTO 3 HMMM 3d KOMndHilO. TpMLUd 
TAdAiM 6yB TdM, yci bohm xmam y 6yAMHKy Hd noBdpcbKiM, 
TdM 6yAd UiAd KOMyHd. TOAi y BdCMAbGBd B HOBOCTBOpeHOMy 
TedTpi 6yB BeAMHe3HMM yKpdlHCbKMM KAdH, AO 51KOrO BXOAMAM, 
nOHMHdlOHM 3 C>AeKCi51 lleTpeHKd, TpMropiM TAdAiM, iOpiM flueHKO, 
OAer AinuMH, BdAepiM BiAbneHKo. CepeA Tpbox neAdroriB, 
nopyn i3 MMXdiAOM ByTKeBMneM i BdCMAieM Ckopmkom, 6yB 


become onyone regordless of their origin, educotion, income 
or prosperity. Foith, courage, dreoms, risks - they required 
everything one could need in the time of ony revolution. My 
generation hod no choice: either hold tight to the old reolity or 
rush into the streom of new life heodfirst. 

Incredible freedom infiltrated the country thot wos tolling oport 
ond dt the some time people’s minds. For young people theotre 
wos not just a kind of ort. It wos a territory where one could find 
integrity ond freedom. People discovered the vost number of 
belief systems and philosophies of the world: everything from 
martial arts to theatre . The quest for freedom and faith was an 
intuitive choice. The collapse of the country released incredible 
creative energy, special light was running from the cracks in the 
wall and the theatre seemed to be a unique area and a perfect 
place for spiritual pursuits. My generation did not manage to 
strike strong roots into all that. We were infected with theatre , 
we were looking for something to get infected with. 

At KPI I met Oleh Skrypka. We shared a room in the dormitory 
and developed our own creative commune. Later, trying to 
pursue a musical career, Skrypka had to move to France. I 
wanted to stay here. I believed Soviet science could enter the 
new reality and remain a science. But as far as I chose Ukraine, 
I had to accept the new life - life as a technology of freedom 
in new circumstances. Business with its unique romance (both in 
the truest sense of the word and in a figurative sense) was the 
actual territory of freedom. 

In all times all generations have their own laws and inviolable 
rules and the territories of success - whether they like it or not. 
I believe for my generation it was a lucky card - there is no 
such freedom anymore and it will never come back. Society 
was taking shape, life was entering its ordinary pace. We paid 
for it with the places for miracles in our reality. 

In our quest Skrypka and I found Anatoliy Heorhiyovych 
Cherkov’s studio. Cherkov was the leader of Ukrainian theatre 
underground. There we found a very serious and elaborated 
theatre system and incredible personalities. At that time Yuriy 
Yatsenko, one of Cherkov’s students, was studying in the class 
of Anatoly Vasiliev. We visited Yatsenko in Moscow and stayed 
in Povarskaya St. Anatoliy Cherkov, Oleksandr Tokarchuk and 
Yury Yatsenko introduced us to the worlds of Anatoly Vasiliev, 
Eimuntas Nekrosius and Jerzy Grotowski - all that enormous 
vastness of theatre myth at the end of the 1980s. There was 
a feeling that in our search we had merged into the context 
of the global theatre . After our first trip to Moscow, where we 
were watched by the young critics, we were asked to play 
at the House of Actors. It felt like we were doing something 
serious. We never had such support from the critics in Kyiv. They 
deliberately wanted to destroy Cherkov saying he was crippling 
children’s minds. 

In fact he had such a strong system of theatre education, which 
no one dares to use even these days, because neithersociety nor 
people have such energy today. Belonging to arts is no longer 
a category of philosophic or religious exclusiveness. In Kyiv such 
movement was a part of the underground counter-culture, 
but in Moscow it had turned into mainstream - extraordinary 
powerful evolutional explosion headed by Anatoly Vasiliev. It 
was impossible not to wish to become a part of it. And I was no 
exception. 

It was in 1987, if I am not mistaken. My friends Oleksiy lllyuchenko 
and Liudmyla Vasylenko went to Moscow to become Vasiliev’s 
students and I joined them for company. Hryhoriy Hladiy was 
there also, they all lived in a building in Povarskaya St. It was like 
a commune. In those years in his newly-created theatre Vasiliev 
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CMH MOAOCTOBOI GBreHiM KaMeHKOBMH. BOCMAbCB TOAi 51Kpa3 
ctobmb «BiciB». Hepe3 5ixicb Aypomi a nii_uoB BCTynaTM ho Kypc 
BacMAbeBa, aAe icnmM npMMMOB KaMeHKOBMH. Ha uen Kypc 
BCTynaB i BCTynMB Irop Amcob. MeHi 3anponoHyBaAM npMixaTM 
OApa3y ho TpeiiM Typ. Iluao ao Toro, mo n MycMB 3Po6mtm 
He3BopoTHMM npocfceciMHMM BMbip. AAe 51 He no'fxaB. FI baxaB 
xmtm y KmcbL 5i He xoTiB kmaotm Hayxy, 5i npamyB cbo6oam. y 
MeHe 3a cnMHOio 6yAa cbo5i nepexoHAMBa icTopm. 

ToAi y BackiAbCBa 5i noAMBMBC5i «HeAbCKyio 6 oluhkd», «HlecTb 
nepcoHaxem, «Cepco». niA hoc Tief noi3AKki 5i no3HaMOMMBC5i 
3 BopMCOM fOxaHOHOBMAA i KLIMom. ni3Hil_Ue MM nOIXOAM Ha 
racipoAi b Moro AereHAapHMM «niABaA», noiiM - y niiep y Teaip 
«FI-Mm». Ta roAOBHe, niA hoc Tief noi'3AKM y MeHe HapoAMAac5i 
6oxeBiAbHa Mpi5i ctbopmtm Taxy LUKOAy b KmcbL Mi/iHe hoc, i 5i 
nOHHy BTiAfOBOTM UK) MpilO B XMTT51. 

3A 3AHMHEHMMM ABEPMMA 

3aBaAMTbC5i Cokd3. 3aBaAi/iTbC5i Hayxa. npMMAe iHi_ua enoxa. 
Y CiyAif HepKOBa nonaAMC5i CKAaAHomi 3 npMMimeHH5iM. Ha 
TOM HOC 51 Bxe BiAOKpeMMBC51. M051 CTyAi51 Ha3MBOAaC51 «3a 
3aHMHeHMMM ABepMMO)). Mm rpOAM CapTpa, CTpiHAbepfa, 
MaMAeeBa, Kac|DKy. ByB nepioA icHyBOHH5i CTyAii’ Ha KBapTMpi 
- MOAeHbKa rOCTMHKO, 51Ky 51 3HiMOB no6AM3y rypTOXMTKiB 
TeaTpaAbHoro iHCTMTyTy. HepxoB aomobmbc5i 3 My3eeM 
3aHbKOBeubKoT / m mm nepeMLUAM y CBoepiAHy penepTyapHy 
icTopiio: rpaAM luotmxh5i ABi bmctobm. TpaB i HepKOB, i 
((YKpaiHCbKa po6iTH5i» KDpM FlueHxa. napaAeAbHO 5i nMcaB 
AMcepTauiio, aAe 6yAO 3po3yMiAO, mo Hayui - xiHeub. Tpe6a 
a6o Txotm, a6o po6mtm mocb iHme. Y 1992 poui 5i nimoB y 
6i3HeC. Mm P03P06A51AM M BCTOHOBAlOBaAM nepmi CMCTeMM 
paAiopeAeMHMX CTOHLljM AA51 niAnpMCMCTB, 6aHKiB, BepXOBHOl' 
PaAM. riOTiM 51 3aMMOBC51 C^iHOHCOMM, 6yB KOHCyAbTOHTOM y 
6araTbox baHxax. YBecb uei/i hoc po3ropTaAac5i icTopi5i CTyAii. 
Koam KMiBCbKMM TIOr 3aAMmaB CBOio peneTMuii/iHy 6a3y Ha 
AM6iACbKiM, 5i, paAme nepe3 5iKMMCb iHCTMHKT, Hix CAyxaiOHM 
po3yM, moiohm BeAMKi npo6AeMM y 6i3Heci, 3po6MB yce, mo6 
y ubOMy npocTopi, Ae b CTyAii HepxoBa BiA6yAOC5i Hame 3 
OAeroM CKpMnKOio 3aAyneHH5i ao TeaTpy, m AOAi xmb TeaTp. 
Te, mo BMHMKAO, 51 H03MB0B «rOTeAeM MMCTeUTB» - CBOCpiAHMM 
BiAKpMTMM MaMAOHHMKOM HO Jm’5I «AAX», CMMBOAOM 5IKOrO CTOB 
paBAMK, «mo noB3e cxmaom c PyA3i» «tmxo ao comoT BepmMHM». 
POBAMK CTOB He AMLLie CMMBOAOM «AAXy», a M 06pa30M 
npMHUMniB, noKAaAeHMx y cyTb uboro noAapoBaHoro AOAeio 
maHcy. 

HaABopi 1994 pix. Pix, npo 51kmm BacMAbCB, KLIM, lOxaHOHOB 
TO HMMOAO iHmMX rOBOp5ITb, mo ue «OCTOHHiM pix, KOAM B 
MOCKOBCbKMM TeOTpOAbHMM CBiT npMXOAMAO BeAMKO KOCMNHO 
eHepri51». AaAi BiA6yBOCTbC5l P03B0A BceCOKD3HMX TeaTpaAbHMX 
MOMCTepeHb, He Bee npocTO m y TeaTpi BacMAbeBa - 
npMHOMMHi, AA51 yxpOlHCbKOrO KAOHy, 51KMM, nOBepHyBLUMCb HO 
6aTbxiBmMHy cnoBHeHMM hqam, 3HOHb to eHeprif, cnonaTxy 
hoaob yxpaiHCbxoMy TeaTpy HOBoro BMMipy, to HeBAOB3i 6yB 
po3rpoMAeHMM i bmthohmm: Vaqam - y KaHOAy, Ainu,MH - b 
AMepMxy, BiAbneHxo - b HiMenHMHy. 

Cnpo6M BoAOAMMMpa Mmkoaomobmho OrAo6AiHa nepeAOTM 
MoAOAixHMM TeaTp B. BiAbneHxy to Moro axTopaM, nonpM 
OHeBMAHiCTb AiAepCTBO BiAbHeHKO, 3axiHHMAMC5l He AMLLie 
BMTHOHH51M BiAbHeHKO, O M TMM, LUO 3 TeOTpy OCTOTOHHO nil_UOB 
ueM ocTOHHiM reHiaAbHMM yxpaiHCbKMM pexMcep i3 BeAMxoro 
noxoAiHH5i BopMca floxpoBCbxoro to feoprm ToBCTOHoroBa. 


had a huge Ukrainian clan, including Oleksiy Petrenko, Hryhory 
Hladiy, Yuriy Yatsenko, Oleh Liptsyn and Valeriy Bilchenko. 
Their three teachers were Mikhail Butkevich, Vasily Skorik and 
Iryna Molostova’s son Yevheny Kamenkovich. At that time 
Vasiliev was producing Demons (also known as The Devils). For 
some unknown reason I decided to enter Vasiliev’s class, but 
Kamenkovich was giving examinations. Ihor Lysov also tried to 
enter the same class and passed the exams. I was asked to 
come to the third round and it became clear I had to make 
a life-changing professional choice. I decided not to take the 
rest of the exams. I wanted to live in Kyiv, I did not want to give 
up my scientific work and I wanted freedom. I had my own 
convincing story behind me. 

During that time I had seen Vasiliev’s production of the «Tour de 
Nesle», «Six Characters in Search of an Author» and «Cerceau». 
Also during that trip I met Boris Yukhananov and KLIM. Later we 
toured in his legendary Basement and the Me-We theatre in St. 
Petersburg. But the main thing is that during that trip I had the 
craziest idea to create such a school in Kyiv. Later I dared to 
make that dream come true. 

BEHIND THE CLOSED DOORS 

The USSR had collapsed. Science had failed. It was the 
beginning of the new era. Cherkov’s studio had problems with 
premises. I had separated by that time. My studio was called 
Behind the Closed Doors. We staged Jean-Paul Sartre, Johan 
August Strindberg, Yury Mamleev and Franz Kafka. There was 
even a time when the studio worked in a small apartment which 

1 rented not far from the dormitory of the Theatre University. 
Cherkov had an agreement with the Zankovetska Museum and 
we opened a new page in the repertoire history: we played 

2 performances a week. The place was used for Cherkov’s 
productions and performances of Yuriy Yatsenko’s Ukrainian 
Workshop. I worked on my thesis but it was clear that my 
scientific career was about to come to an end. I had to leave 
or do something else. In 1992 I started my own business. My 
company developed and installed the first radio-relay systems 
for companies, banks and even the Verkhovna Rada. Later 
I worked in the financial sector and was an advisor in many 
banks. Studio history was evolving all that time. 

When the Kyiv Children’s Theatre had to leave its rehearsal 
premises not far from the Lybidska square, on some instinctive 
level, not listening to my senses and despite major problems 
in my business, I did everything possible to get the room for 
my theatre . By the way, it was the place where Skrypka and I 
became familiar with theatre in Cherkov’s studio. I called the 
place the Arts Hotel - a unique open ground named the DAKH, 
using a snail climbing Mount Fuji - slowly, slowly - as its symbol. 
The snail was not only the DAKH’s symbol, but the image of our 
approach and principles which lie at the root of such chance. 
It was 1994. The year described by Vasiliev, KLIM, Yukhananov 
and many other figures as the last year when the great universal 
energy came into Moscow theatre world. The Vse-soyuzniye 
theatre studios were falling apart, Vasiliev’s theatre also had 
troubles - the Ukrainian clan, which returned back to Ukraine 
filled with hopes, knowledge and energy, at first provided the 
new dimension for the national theatre , but quite soon was 
battered and ousted: Hladiy immigrated to Canada, Liptsyn 
left for the US and Bilchenko went to Germany. 

Volodymyr Ogloblin’s attempts to pass the Kyiv Academic 
Youth Theatre to Bilchenko and his company ended not only 
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BeAMKMM pexncep, 5ikmm blaaob YkpoihT Bee xnrra, 5ikmm 30MicTb 
Toro, mo6 npMMH?iTM npono3Muifo MaAoro Teaipy, 3Ciai/ilui/ibc?i 
Ha 6aTbKiBLUMHi, AAOMCTep, 51KMM y 6yAb-?lKOAAy iHLUOMy Micui 
6yB 6 m 30CH0BHMK0AA HOUiOHOAbHOT TeaipOAbHOT LUKOAM, LUO 
npoAOBxyBaAa 6 np5iMy cnaAKoeMHidb BeAMKOi tpoamun 
peaAi3My, b KMCBi HOBiTb He otpmmob 3anpoi_ueHH5i BMKAOAaTM 
b TeaipaAbHOAAy iHCTMTyii niA npMBOAOM BiAcymocTi b Hboro 
AMnAOAAy npo BMmy ocBiiy. 

LUAFIX LUKOAM 

BiAKpMTT?i «AAXy» BiA6yAOC5i 12 AMdonaAa 1994 poKy. Bmctobkm, 
xyAOXHi a KuiT, TeaipaAbHi to apT-npoeKTM, HOBHOAbHi nporpaMM, 
HOMBiAOMiLUi 3 51KMX: BMCTOBO OAera AinUMHO 30 AOHNAOM 

Xopmcom «CTapa», «Coh AiTHboT Honi» Teaipy «AboTho», coAbHi 
KOHuepTM AiAepa rypiy «BB» OAera Ckpmiikm, c|DOAbKAopHoro 
ohcom6aio «ApeBO»... tok MMHyAM niBTopa pokm. 

Yce 3AAiHMAOC?l B OAMH AeHb. KpMTMK CepUM BaCMAbGB 
n03H0M0MMB MeHe 3 OrAOSAiHMAA. AOA51 nOAapyBOAa hom 
aHreAa-OXOpOHUJl M yHMTeA5l, MOXAMBiCTb OTpMMOHH51 3HOHb i3 
nepujMx pyx, MOXAMBidb cnpaBXHboTTeaTpaAbHoTiHiuiauiL 
Aasi cnpaBXHbo'f lukoam (51 Ao6pe 3hob ue 3i cbogT nonepeAHboi 
npMpOAHMHO-HayKOBOT OCBiTM), AA5I CTBOpeHH5l iHTeAeKTyaAbHoro 
to AAMdeubKoro noA5i 6yB noipi6eH ime oamh noAioc. BpaKyBOAO 
me OAHoro eAeMeHTy - xoAOAHoro MMCTeuTBa aHaAi3y to 
C|DiAOCOC|DM, A3epKOAO, mo BLA6 mBOG KOCMOC ni3HOHH51 npocUecii 
51K TpaAMUM, i TBOpHOCTi 51K TeXHOAOril eBpMCTMHHOTO, A3eHCbKOrO 
ni3HOHH5i CBiiy hobkoao Hac i BcepeAMHi hoc. ByAa noipiSHa 
rapMOHta Mix «5ik» i «mo». Mix TexHOAorieio i c|DiAOCOc|Dieio 
xmtt5i to c|Daxy. UeM iHdpyMeHT aHaAi3y to ni3HOHH5i noBMHeH 
6yB MOTM BAaCTMBOCTi, LUO nOGAHyfOTb TeAeCKOn i MiKpOCKOn. 
rioTpi6eH 6yB aHOAiTMK Teaipy, 3aothmm ao npo3oporo m 
reHiaAbHO-3po3yMiAoro aHOAi3y pexMcypn m aKTopcbKoTrpM. Ue 
6yB Bopnc KDxohohob. 

Moxambo, TOAi MeHi 51 k opraHUaiopoBi TaKoro CKAaAHoro 
npouecy He bmctohmao AOCBiAy, HaneBHO, hoc hobkoao (ue 
6yB 1996 piK), Moxe, Mpm, mo6 6yAO, 51 k y MocKBi, b «LLlKOAi 
ApaMOTMHHOrO MMCTeUTBO)) B AHOTOAifl BOCMAbCBO (XOHO 51 M 
TOAi 51CHO yCBiAOMAKDBOB, l_UO OrAOSAiH OHiipOXM He MeHUJMM 
BiA BaCMAbGBO 060 TOBCTOHOrOBO), OAe, Hepe3 HM3Ky npMHMH, 
CMCTeMO, HOCTKOBO CKOniMOBOHO 3i CTOHAOpTHOf AepXOBHOT 
TeOTpaAbHOI OCBiTM, 3 HyAOBMMM neAOrOrOMM, 51 Ki npMMLUAM 3 
TeaTpaAbHoro iHCTMTyiy, BMHepnaAa ce6e npoT5iroM niBpoKy. 
30AMLUMAMC51 ABO reHII, ABO nOAfOCM! reHiM TpOAMUM TO peOABMy 
i reHiM OHOAiTMKM. 3aBA51KM IM «AAX» CTOB He30AeXH010, 
BiAKpMTOK) TeOTpOAbHOK) UJKOAOIO, 51KO He AOBOAO AMnAOMy, OAe 
nponoHyBOAa 30BciM iHUJMM piBeHb AiaAory Mix yHMTeAeM to 
yHHeM. 

KPMCTAAI3AUI9I 

«AAX» npoAOBxyBOB 6yTM «roieAeM MMCTeuTB»: Tapac OrAo6AiH 
CTBOpMB BMCTOBy ((BOCKpeCAMM i 3AMM» 30 n’GCOlO LUMneHKO, 
51KO OTpMMOAO (dleKTOpOAb)) 51K Ae6lOT 1997 pOKy, BMCTOBKM, 
KOHUepTM... OAe TOAOBHMM CTOB LUA51X LUKOAM. BopMC npMIXAXOB 
i3 TOK 3BOHMMM ((iHTeAeKTyOAbHMMM KOHUepTOMM» a 60 ypOKOMM 
MicTepiaAbHoro Teaipy ho 6a3i «MouapTa i CaAbepi» IlyLUKiHa. 
Ta oco6ambo MeHe Bpa3MB OrAo6AiH, 5ikmm y cboT BiciMAec5iT 
nOHOB 30H51TT51 3 HOMM 3 nOCTOHOBKM CKOHAOAbHOT n’GCM 

KoAbTeca «Po6epTO 3yKKO», mo 6yAa HemoAOBHO nepeKAOAeHa 


with Bilchenko’s exile, even though his leadership was obvious, 
but also with the departure of Ogloblin (who, by the way, 
was the last ingenious Ukrainian director, who represented 
the generation of the marvelous Boris Pokrovsky and Georgy 
Tovstonogov). The great director, who dedicated all his life 
to Ukraine and remained in our country rejecting the job in 
Moscow’s Maly Theatre , the master who could become the 
founder of a national theatre school in any other place, which 
would continue the great tradition of theatre realism, was not 
even invited to teach at the Theatre University in Kyiv upon the 
pretext of not being a graduate. 

JOURNEY OF THE SCHOOL 

The DAKH was opened 12 November 1994. Exhibitions, artistic 
events, theatre and art projects, educational programs, the 
most renowned of which were Oleh Liptsyn’s staging of Daniil 
Kharms’ «The Old Woman», Duplicity Theatre’s «A Midsummer 
Night’s Dream», Oleh Skrypka’s solo performances and concerts 
of the Drevo band... 

In a year and a half theatre critic Serhiy Vasyliev introduced me 
to Ogloblin. This good fortune gave us a guardian angel and a 
teacher, a chance to receive knowledge from the source, an 
opportunity of proper theatre initiation. 

I knew it perfectly from my previous scientific education that I 
needed another pole for a genuine school and creation of an 
intellectual and constructive field. I needed another element - 
the cold art of analysis and philosophy, a mirror, which would 
reflect the space of perception of the profession as a tradition 
and creativity as a technology of heuristic and Zen cognition of 
the world around us and inside us. I needed a balance between 
how and what. Between the technology and philosophy of life 
and trade. Such an instrument of analysis and cognition was 
supposed to have properties combining a telescope and 
a microscope. I needed a theatre analyst able to analyze 
directing and acting clearly, ingeniously and intelligibly. Such 
analyst was Boris Yukhananov. 

Perhaps at that time I lacked experience as an organizer of 
such complex process, or maybe it was the time (it was in 1996), 
or probably I dreamed to make everything like in Moscow in 
Vasiliev’s School of Dramatic Arts (even though I understood 
perfectly that Ogloblin was no less a personality than Vasiliev 
or Tovstonogov), but for a whole host of reasons the system 
partially copied from the conventional public theatre education 
combined with wonderful teachers, who came from the 
Theatre University, was exhausted in just 6 months. We had the 
remaining two genii: the genius of traditions and realism and the 
genius of analytics. As a result DAKH became an independent, 
open theatre school, which did not issue diplomas, but offered 
an absolutely different level of dialogue between teachers and 
students. 

CRYSTALIZATION 

DAKH was still the Arts Hotel: Taras Ogloblin produced Shipenko’s 
Resurrected and Angry, which was awarded with the Kyiv 
Pectoral as the Best Debut in 1997, we hosted exhibitions and 
concerts... but the school path was the main element. Boris 
arrived bringing the intellectual concerts or lessons of mystic 
theatre based on Alexander Pushkin’s «Mozart and Salieri». But 
most of all I was surprised by Ogloblin, who joined the classes 
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pociMCbKOfo. HacKiAbKM 51 3HOfo, ue 6yAa if nepi_ua nocTOHOBKa 
ho TepkiTopn KOAMLUHboro Cof03y (1997), 51 k i rieACBiH, Bnepi_ue 
nodaBAeHMM y «AAXy» 1998 poKy. HannoTyxHiLUMAA BpaxeHmAA, 
5iKe BriAkiHyAo ho AAeHe 51 k mmtlw, ctob cUecTMBOAb TaAeyuja 
KaHTopa, mo BiAbyBC5i y «AAXy». Oahohocho bmhmkao iAe5i 
«c|DecTMBaAKD-LUKOAM», 5ikmm BiAbyBC5i y TpaBHi 1997 poKy. 
ToAepaHTHidb ciocyHKiB, BiAcyTHidb iepapxn-xTO Kpamnn, xto 
ripLUMM. npOCTO AMBMLUC5I. HaMaraei_UC5l 3p03yAAiTM CMCTeAAy 
uiHHOdeM i ecTeTMHHMx norA5iAiB MOMCTpiB, 51 Ki nepeA i nicA5i 
BMCTOBM npOBOAMAM CeAAiHOpM, npnBiAKpnBOfOHM OCHOBM CBO'lX 
C|DiAOCOC|DCbKMX MMCTeUbKMX AAipKyBOHb. CiyAeHTM n0K03yBaAM 
CBOTpoSOTM, AAOMCTpM KOAAeHTyBOAM no6aHeHe. He OUiHfOfOHM, 

a aHaAi3yiOHM to KOAAeHTyfOHM niA KyTOM 3opy cboTx norAAAiB i 
nepeKOHOHb ctocobho Teaipy. 

BepLUMHOKD ClDeCTHBOAKD CTOAM AiOAOrM, 51 Ki BeAM OrA 06 AiH 
i HDxohohob, koam ixHi ho nepLUMM norA5iA pi3Hi ecieikiHHi 
Ta MMCTeubKi norA5iAn nepeTMHOAMC5i, aAe He KOHc|DAiKTHO, 
a KOHCTpyKTMBHO. Ue 6yAki AiaAorn, riAHi cnpoBXHbo'f 
c|DiAOCOc|DCbKoT Ta TeaipaAbHOi lukoam. YhhI 6yAM npkicyTHi npi/i 
xMBOMy c|DiAOCOc|DCbKOMy AMcnyii, TeMOfo 5iKoro 6yB Teaip, a 
cyrno Ta eHeprieio - HOMBnma npMCTpacTb i akd6ob ao Hboro. 
CepeA noKa3aHoro Ha cUecTMBOAi 3anaM’5iTaBC5i ycAOBAeHnn 
npoeKT «CaA» MancrepHi iHAMBiAyaAbHo'i pexncypn Bopnca 
HDxohohobo, AAOCKOBCbKO-yKpaiHCbKMM npoeKT fOpi5i flueHKa 
to Aapncn napic «CTiAbui» 3a EeKKeTOM, bmctobo BoAOAMMnpa 
CnicUaHueBO 3a AHTOHeHOM ApTO, mockobcbkmm «TEATP 
KAACC» Iropsi Amcobo 3 BMCTOBOfo «BpaTM KapaM030BM)>, 
nporpaMa «riapaAeAbHoro k1ho» i BiAeo. 

Tax noHOBC5i BeAMHe3HMM eTan «KpncTaAi3aujT» a6o ocBiTHboro 
npouecy, oahmm noAiocoM 5iKoro 6yB peaAicTMHHMM TeaTp 
OrAo6AiHa, ApyrMAA - AiAepn BacMAbeBCbKoT to BackiAbeBCbKO- 
ec|DpociBCbKoT lukoam: AAicTepiaAbHMM TeaTp Eopnca 
fOxaHaHOBa, poaaohhmm npocTip BaAepifl BiAbneHKa, «TeaTp 
TeKCTy» Irop5i Amcobo - tok yxe bla oceHi 1997 poxy b «AAXy» 

nOHOAO Ai?lTM HOBO CMCTeAAa OCBiTM, 3riAHO 3 5IKOKD TOM COMMM 
rypT noHMHaAM «onpoAAiHK)BaTM» AAOMCTpM pi3HMx lukIa. YhhI 
noTpanMAM y 30Hy AiaAory aaomctpIb. B ocBiTi 3’5ibmaocsi i_ue abo 
noAfocM: yneHb AhotoaI?! BacMAbCBa to MMxaiAa Mmxomaobmho 
EyTKeBMna - BaAepiM BiAbneHKO. I Irop Amcob - yneHb 
ToBCTOHoroBa, akmm He TiAbKM 6yB npaBOio pyKOio BacMAbCBa 
B HaMOKTMBHilJJMM nepiOA AiflAbHOCTi TO AOCAiAXeHb, LUO BeAMC5l 
HMAA y (dUKOAi ApaMOTMHHOrO AAMCTei_LTBO», a M TBOpueAA BAOCHOI 
LUKOAM, 51 KO P03BMB0A0 iABI BHMTeA5l. 

HaTXHeHHMK Ta iAeoAor uboro nepioAy Bopmc lOxaHaHOB 
npaUfOBOB HOA npoeKTOAA <(KpMCTOAA)>: ((CTiMKMM npMHI_L» 
KaAbAepoHa, ((^aycT)) feTe, «KHMra MoBa», «Etk)am npo ak)6ob»; 
Amcob npaufOBOB hoa «niAAiTKOM» AocTOCBCbKoro, «AxyAiefo 
cpapHeBe)) ^eMXTBOHrepa to «Aoktopom ^aycTycoM)) Tomoco 
MaHHa; BiAbneHKo nepeTBopiOBaB Ha TeaTp pomohhmm npocTip 
«Xmtt5i ApceHi5i» OAeKcm LLlMneHKa. 06pa30M, luo BiAo6paxaB 
ueM eTan, c|DopAAyAK)K)HM iAeoAoriio uboro nepioAy, ctob TepAAiH 
BopMca fOxaHOHOBa «Kpmctciaa». 

Ao oceHi 1999 poxy «tmxmm», ho nepLUMM norA5iA HenoMrmnM, 
aAe HeyxMAbHMM pyx pobamko ho iM'5i «AAX», ctob oneBMAHMAA. 
3’5iBMAac5i rpyna aKTopiB - AiAepiB i OAHOAyAAuiB. «AAX» 
BCTynMB y HOBy C|Da3y p03BMTKy. BOAOAMAAMp OrAOSAiH CTOBMTb 
«UJeAbMeHKa-AeHLUMKa» - BMCTOBy, 5IKOfO BiH nMLUOBC5l AO KiHI_L5l 
CBOIX AHiB. riOTiAA «BOCCO'», «CbOM AfOAM - COHTeMCfl!)), «CBOAb6o 
KpenMHCKoro». Ue peTeAbHe onpauiOBaHH5i, TpeneTHe 
CTOBAeHH5l AO MOTepiOAy, CnpaBXHC XMTT5I, LUO CnOBHfOC KOXHy 
Moro BMCTOBy. 


with everyone else at the age of 80 and agreed to produce 
Bernard-Marie Koltes' notorious ((Roberto Zucco», which had just 
been translated into Russian at that time. As far as I know, it was 
the first time anyone staged that play in a post-Soviet country 
(it was in 1997), as well as our theatre was the first to stage 
Viktor Pelevin’s works in 1998. The strongest impression, which 
influenced me as an artist, was the Tadeusz Kantor Festival in 
DAKH. At the same time we had an idea to create a school 
festival, which we hosted in May 1997. 

Tolerance in relations, absence of any hierarchy-who is better, 
who is worse. You simply observe. Try to understand the value 
systems and aesthetic views of the masters, who held seminars 
before and after the shows, slightly unveiling fundamentals of 
their philosophic and creative reflections. Students showed 
them their works, masters commented on the things they had 
just seen. Not judging, but analyzing and commenting at the 
angle of their opinions and beliefs. 

Dialogues between Ogloblin and Yukhananov, when their 
different aesthetic and artistic views met and collided, not 
in conflict but constructively, were the climax of the festival. 
Those were the dialogues worthy of any school of fhoughf and 
drama. Studenfs witnessed live philosophical disputes about 
theatre charged with the energy of the inmost passion and 
love for it. 

Of all the productions presented during the festival I remember 
most of all ((The Garden» staged by Boris Yukhananov’s Studio 
of Individual Directing, Moscow-Ukrainian project based on the 
works of Thomas Becket called ((Chairs» and staged by Yuriy 
Yatsenko and Larisa Paris, Volodymyr Yepifantsev’s performance 
based on Antonin Artaud’s ((Jet of Blood», Igor Lysov’s Moscow 
CLASS Theatre with its staging of ((The Brothers Karamazov» 
and the programme of the Parallel Cinema and videos. 

It was the beginning of the immense stage of Crystallization or 
educational process with Ogloblin’s realistic theatre on one side 
and leaders of Vasiliev’s and Efros’ schools on the other: Boris 
Yukhananov’s mystery theatre , Valeriy Bilchenko’s novel space 
and Igor Lysov’s Text Theatre . Since the fall of 1997 DAKH had 
been using the new educational system, thanks to which the 
same company was illuminated by the masters, representing 
different schools. Students got in the middle of their dialogue. 
There were another two sides to that system - Valeriy Bilchenko, 
a former studenf of Anatoly Vasiliev and Mikhail Butkevich, and 
Igor Lysov, Georgy Tovstonogov’s student who was not only 
Vasiliev’s right hand at the time of his most dynamic activities 
and explorations at the School of Dramatic Arts, but also a 
creator of his own school, which developed the ideas of its 
teacher. 

Boris Yukhananov, the mastermind and the ideologist of that 
period, worked on the Crystal project, which included Pedro 
Calderon de la Barca’s «EI principe constante», Johann 
Wolfgang von Goethe’s ((Faust», The Book of Job and Etude 
about Love; Lysov worked on ((The Adolescent)) based on the 
novel by Dostoyevsky, Lion Feuchtwanger’s ((Giulia Farnese)) 
and Thomas Mann’s ((Doctor Faustus)); Bilchenko was turning into 
theatre Aleksey Shypenko’s Life of Arseny. Boris Yukhananov’s 
term - The Crystal - was the image reflecting that stage and 
laying down the ideology of that period. 

By the fall of 1999 fhe slow and seemingly invisible yet steady 
movement of the snail named DAKH became apparent. We 
had a company of leaders and like-minded people. DAKH 
entered a new stage of its development. Volodymyr Ogloblin 
staged ((Shelmenko Denshchib) , a production which made 
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Tpoe 3 «AAXy» (OAeKcaHAp ripnmena, s\ m TeT5iHa BacnAeHKo), 
KpiAA cecikl, 51 Ki BiA6yBOAMC51 B HbOAAy niA HOC npkll3AiB MOMCTpiB, 
BCTynMAM ho Kypc lOxaHOHOBa b TklTMC, Ae KpiAA fOxaHOHOBa to 
Amcobo bmkaoaoam Boaoammmp Bep3iH i KLIM. 

Min AMBHMM eKCnepMMeHT 3 neAGBiHMM, Himue, AOCTOCBCbKMM 
i TiKOAAaA3y MoHA3aeMOHOM cnpoBOKyBaB nonaTOK BeAMHe3Ho'f 
cniBnpaui 3 KLIMom y uapnHi ApoMOTyprii BiA 1999 poxy 
KLIM nOHOB BHamaTM AO KmGBO i P030M 3 OrAOSAiHMAA CTOB 
HeBiA’eAAHOfo hoctmhokd «AAXy». (dlapaAOKCbi npecrynAenm)), 
Umka «...ceMb AHefi c Mamotom...», «CMyTHoe BpeMa», HanMCOHi 
hum cneuiaAbHO aaa AaxiBCbKMx aKTopiB: OAeKcto Iaakchchko, 
OAeKcaHApa ripnmenn, TeT5iHM Bocmachko, BiKTopa OxoHbKa to 
Ahotoam HepKOBa - Moro BHMTeA5i, 5 ikmm npnnujOB y uen npoeKT 
51K OKTOp. 

3AAM 

« llopOAOKCbD ) CTOAM BepLUMHOfO i CXMAOM pOMOHTMHHOrO 

nepioAy. Y hoc me 6yAa pomohtmko Toro, mo HecAM y cbo'ix 
ctoxox Amcob, BiAbneHKO to HDxohohob, 6yAa u,5i HenMOBipHa 
mBMAKiCTb TO iHTeHCMBHiCTb, KOAM 30 10-15 AHiB MM pobMAM 
BeAMHe3Hi eTfOAM, mo BiACMAOAM AO iMnpOBBOUIl' M MOAI/I 
KOAOCOAbHy Hanpyry: iHTeAeKTyaAbHy, irpoBy, AyxoBHy. Ha tom 
hoc y hoc 3a nAeHMMa Bxe 6yB aocbla ((...HeTBeproro AMLUHero...)). 
Yce ue aoboao HenMOBipHy CBo6oAyia LUBMAKicTb.Te, mo akdam, 
51 Ki 6paAM ynacTb y umx npoeKTax, moam ABi BiAnpaBHi tohkm: 
30BHil_UHiM CBiT i TeOTp 51 K oco6AMBy npaKTMKy - Bee ue hoaoboao 
0 C 06 AMB 0 r 0 BiAHyTT5l TO CMAM. MOXAMBO, 5IK6m AOAi UMX BMCTOB i 
umx AiOAeM CKAOAMC51 iHaKLue, icropta «AAXy» 6yAa 6 iHmoio. 
2002 piK - nOHOTOK HOBOrO 3AOMy. OrAOSAiH 3aAMLUaBC51 
KOMepTOHOM. FI B UeM HOC AMCTOHUilOBaBC5l i He yBiMLUOB y 
aBaccy)) s\k aKTop. 9\ BiAnyBOB, mo noTpi6Hi HOBi icTopii', hobo 
KpoB, hobo eHeprm. iHiuiaum BiA6yAOC5i / i tm Maem BecTM 
Tf AOAi. <(AAX» 30BXAM CT05IB HO mA5IXy mKOAM, OAe HO CTOB 
eian, KOAM, OKyMyAKDBOBmM Bci OTpMMOHi 3HOHH5I, TM nOBMHeH 
6yB «nepeTBopioBaTM» cbog 3hohh?i m HeraMHO nepeBip^TM, 
HOCKiAbKM BOHO XMTTG3AOTHe, HM 3AOTHe BOHO TBOpMTM XMBy 
MOTepiio TeaTpy. MeHi 6yAM noTpiSHi HOBi aioam, cnpoMOXHi 
He 30MMCAKDI0HMCb MTM HO HOki6oxeBiAbHimi peXMCepCbKi 
eKcnepMMeHTM. y 2002 poui 51 nonaB TeaTpaAbHy mKOAy, b 5iKiM 
Bnepme BMCTynMB 51 k neAaror. Ue 6yB npoeKT «OcTpoBCbKMM». 
CaMe TOAi HapOAMAOC5l M npOKTMKO mBMAKOf no6yAOBM BMCTOB 3i 
me CMpoBoro MOTepiaAy, neBHa KyAbTypa po6otm 3 koctkdmom, 
oco6AMBe CTOBAeHH5i ao cueHorpac|DM. 

ykpaThamictmhha 

2002 piK - nOHOTOK npoeKTy «yKpaiHa MicTMHHa». Ue 6yAO 
mocb uiAKOM HOBe. Ynepme hopoaho My3MHHa KyAbTypa 
npoMH5iAa MeHe ho KopcMui, koam 51 Bnepme y xMTTi nonyB xMBi 
KOpCMKOHCbKi XOpOAM. 3TOAOM 51 nOHyB yKpa'lHCbKy OBTeHTMKy M 
noAyMOB: Hinoro co6i, BM5iBA5ieTbC5i b YKpaTHi icHye Ayxe ckaoaho 
6aroToroAOCHa noAic|DOHi5i! 

Aa5i MeHe nOHOTOK uboro npoeKTy 6yB bxo Axe hh 51 m y My3MHHy 
KyAbTypy YkpoThm. Cnpo6oio 3po3yMiTM nicHio 51 k apomotmhhmm 
MOTepiaA; ohoaU nicHi 3 norA5iAy My3MKM -51K boho BM6yAOByeTbC5i. 
y 3anMcax, 51 Ki 51 CAyxaB, MeHi 30bxam 6paKyBOAO niTKoro OHOAUy 
CTpyKTypn: apomotmhhoT, My3MHHof, TeKCTOBOi. Xoh 6m 51 k tm 
KoniiOBOB 6a6ycio, b Te6e HeMae Tie'f MyApocTi, Toro xmtt5i, Tie'f 
tam6mhm. MoAOAe xiHone TiAO Hece iHmMM 3ByK. 06p5iA, AipMKa, 


him proud until the end of his days. Then there were «Vassa 
Zheleznova», It’s a Family Affair - We’ll Settle It Ourselves and 
«Krechinsky’s Wedding». All Ogloblin’s performances were filled 
wifh thorough development, reverent attitude to material and 
real sincere life. 

Between sessions, which took place in DAKH when masters visited 
Kyiv, three members of our company (Oleksandr Pryshchepa, 
Tetyana Vasylenko and I) entered Yukhananov’s class in the 
Russian University of Theatre Arts, where among our teachers 
also were Lysov, Volodymyr Berzin and KLIM. 

My odd experiment with Pelevin, Nietzsche, Dostoyevsky and 
Chikamatsu Monzaemon laid the foundation for the long-term 
cooperation with KLIM. Since 1999 KLIM has been visiting Kyiv 
and became an inalienable part of DAKH on Ogloblin’s side. 
((Paradoxes of the Crime», ((...Seven Days with the Idiot...» series 
and ((The Time of Troubles)) were written especially for such DAKH 
actors as Oleksiy llyuchenko, Oleksandr Pryshchepa, Tetiyana 
Vasylenko, Viktor Okhonko and Anatoliy Cherkov (my teacher 
who joined the project as an actor). 

TURNING POINT 

((Dostoyevsky - Chesterton: Paradoxes of the Crime or the 
Lonesome Horsemen of the Apocalypse)) became the climax 
and the decline of the romantic period. We still had the romance 
of Lysov’s, Bilchenko’s and Yukhananov’s experience, we had 
that incredible speed and intensity due to which we rehearsed 
immense etudes in 10-15 days and they sent us to improvisation 
and were filled with colossal potential: intellectual, acting and 
spiritual. At that time we already had the experience of the 
((...Fourth Man Out...)) All of it provided us with incredible freedom 
and speed. We also had special feelings and powers because 
all fhe people involved in those projects had two points of 
application: outer world and theatre as a special practice. 
Perhaps, DAKH history would be different if the destinies of those 
performances and those people were different. 

2002 was the year of the new turning point. Ogloblin remained 
our tuning fork. I distanced myself and did not take part in Vassa 
Zheleznova as an actor. I felt like we needed new stories, new 
blood, new energy. The initiation had happened and I had 
to keep going. DAKH was following its school path, but now it 
was the stage upon which the accumulation of all our shared 
knowledge had fo be transformed and tested it immediately 
for vitality. I had to know whether I could create live theatre . I 
needed new people eager to venture in the craziest of directing 
experiments without second thoughts. In 2002 I founded a 
theatre school and was teaching students for fhe first time in 
my life. It was the Ostrovsky project. At that moment I adopted 
the practice of rapid creation of productions based on raw 
materials, certain work with costumes and special attitude to 
scenography. 

MYSTIC UKRAINE 

2002 was also the beginning for the Mystic Ukraine project. It 
was something brand new. For the first time folk music touched 
my heart in Corsica when I heard live Corsican chorales. Later 
I heard Ukrainian folk music and realized there was complex 
polyphony in Ukraine too! 

For me, the commencement of this project was the entrance to 
Ukrainian musical culture. I tried to understand songs as dramatic 
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cniBdAi/icsi y cneunc|DiHHnx CMTyauiax. y akmm cnocib, moiohm 
TOK y 6oxeBiAbHO rapHy bapBy, aotm im iHi_ue xmttsi? Teaip 
AOBOB 3AAOry CTBOpklTM CepeAOBMLUe, B 51KOAAy niCHSI BMHMKOAa 
npi/ipoAHO. CyTb noAsiraAa b ubOMy. 3 OAHoro boxy, MeHe 
HadiAbKM Bpa3MAa HapoAHa My3MHHa KyAbTypa YkpoThm... 3 
iHLuoro 6oKy, s\ po3yMiB, mo HcmiTb s\ 3 yciM cboim TpeneTOM i 
nieieTOM ho KOHuepT aBTemkiKM 6iAbi_ue, Hix ABini, hcibpsia hm 
niAy. 

MOXAMBO, B HOMnepLUiM BMCTOBi UMKAy B HOC He BMMLUAO AOBeCTM 
ue ao Toro CMAbHoro bmcaobakdbohh?i, axe 6yAO 30KA0AeHe b 
COAA iM iAe'f, B AAy3MHHiM i ApaMaTMHHiM CTpyKTypi. I SI, i «BOXMHi» 
He 6yAM ao uboro roTOBi. Bmctobo CTBopioBaAacsi Ayxe lubmako. 
Ue 6yB MOMxe reneHiHr. 9\ bmkopmctob MeTOA «KOMno3Muff 
c|DparMeHTiB» HepKOBa tok, sik si Moro po3yMiB. Y «noLuyKax» 6yB 
nap HOBM3HM, aAe ue 6yAM c|DparMeHTM. TamShho, apomothbaa 
6yAM y caMOAAy siBMmi. Ue 6yAa BMCTaBa-pecUpeH xmttsi, siKe 
3HMKae. He OHixyBOB TOKoro ec|DeKTy. Ue 6yB npopMB, nonaTOK 
AAOHApiBKM b ((terra incognita» YkpoThm. ((KaM’siHe koao», 
((CMymoe BpeMn», roroAb, ((TpareAif baoam», HapoAxeHHsi 
«AaxMEpaxM»... AAe Bee ue Bxe 30BciM iHLua iciopisi - iciopisi 
«AAXy» sik Teaipy. 

(MAMBYTHG) 

2005 poKy ho 91 poui xmttsi He ctoao OrAobAiHa. OcTaHHi 
POKM BiH K030B, LUO ((AAX» nOAOpyBOB MOMy l_ue 10 pOKiB 
nOBHOKpOBHOrO LUaCAMBOrOTBOpHOrOXMTTSI CepeATOAOHOBMTMX 
BiAbHMX AAOAOAMX AKDA6M. 

Enoxa, siko npMBeAa umx aKTopiB y TeaTp, He aoao Tm 3aaotm 
HOA exaTM TeaTpOBi UiAKOM. TxhI CTOCyHKM 3 ((AAXOM», S1KMM 
AeAOAi 6iAbLue nepexoAMB y 30Hy penepTyapHoro TeaTpy, 
nOHOAM yCKAOAHIOBaTMCSI. AiTM nOKOAiHHSI cbo6oam, SIKi 
BiAnOBiAOAM 3a CBOG XMTTSI M Hi Ha Koro He nOKAaAOAMCSI, BOHM 
nocTaAM nepeA bm6opoaa: eKOHOAAiHHa cbo6oao BiA TeaTpy 
a6o 3aAexHicTb BiA Hboro. 9\ BneBHeHMM, mo bohm o6’gktmbho 
- HaMTaAOHOBMTimi aioam CBoro TeaTpaAbHoro noKOAiHHsi, 
aKTopM, aasi sikmx TeaTp - ue peAirisi. Aioam iHmoro nacy, iHLuoi 
CUiAOCOCUlf, iHmMXTpaAMUiM, BOHM He AAOTAM npMMHSITM npOBMAO 
HMHimHbOf TeaTpaAbHO’f AiMCHOCTi. 

Y «AAXy» BiA6yAacsi 3AAiHa noKOAiHb. HMHimHiM «AAX» - ue 
noKOAiHHsi moaoamx AioAeM, mo o6paAM TeaTp sik npoc|Deciio. 
2003 poKy 3aBAsiKM 3anpomeHHio Aecsi CTenaHOBMna TaHiOKa 
bmkaoaotm b YHiBepcMTeTi iAAeHi KapneHKa-Kaporo, si otpmmob 
HOB y KOMOHAy MOAOAMX OKTOpiB. HaCTMHO Kypcy npMMmAa B 
((AAX» i BMsiBMAacsi b ycix ceHcax BiAAOHOio TeaTpy, 3 aothoio 
iCHyBOTM B HbOMy nOBHOUiHHO, Ha Bcix piBHSIX - yMiTM i TBOpMTM 
B HbOMy Bee: BiA MOHTyBOHHSI TO rpM AO OAMiHiCTpyBaHHSI M 

opraHUauiT tokoT BeAMHe3Ho'f noAif sik rorOAbFEST, mo Becb 
3po6AeHMM TxHiMM pyKaMM, cepusiMM, AymaMM, npaueio, 
toaohtom, Bipoio Ta akd6ob’kd. 9\ BneBHeHMM, LUO CbOrOAHi 
TiAbKM TOKMM mASIX MOXe 3po6MTM AlOAMHy ((AKDAMHOK) TeOTpy» 
m npMHecTM peaAbHi MMCTeubKi pe3yAbTOTM. TeaTp ctog 
H opMOAbHOio npoc|Decieio, b sxiM Tpe6a BMiTM Bee. Ui oktopm 
30BciM iHmi, Hix mo e noKOAiHHsi, aAe ue 3aKOHOMipHO m 
npaBMAbHO. y UbOMy - HOAiSI. 

2008 piK 

Y TeKCTi BMKopMCTaHi c|DparMeHTM 6eciA 3 Aieio UJeBOio, Mapieio 
SlciHCbKoio, KLIMom, a tokox c|DparMeHT iHTepB’io Mapnci 
HiKiTKDK ((BaOA TpOMUKMM: Af 06 si XM3Hb BO BCeX npOSIBAeHMX)). 
(Amhhoctm YKpaMHbi No3, 2008). TeKCT yKAOAM Mapisi FlciHCbKa 
TO KLIM 


material; I analyzed songs from the musical point of view, tried 
to figure out their composition and structures. In those records 
I was listening to I always lacked clear structural analysis: 
dramatic, musical, lyrical. It does not matter how good you are 
at copying singing grandmothers, you still lack their wisdom, 
their life, their depth. Young female bodies sound different. 
Rites and lyrics were sung in special situations. How can you 
give them another life having such insanely beautiful colors? 
The theatre made it possible to create an environment in which 
songs became natural. On one hand I was totally impressed 
with Ukrainian folk music and on the other I understood that 
even I, with all my thrill and piety, would not go twice to an 
authentic music concert. 

Maybe we did not manage to deliver the heartfelt message 
enclosed in the idea itself, musical and dramatic structure in 
the very first production of this series. The Bozhychi band and I 
were not prepared for that. We created our performance quite 
rapidly. It was almost a happening. I used Cherkov’s method 
of composition of fragments as I understood it. There was the 
allure of novelty in the search of lost time... life, but it was 
fragmentary. The depth and the drama were contained in the 
phenomenon itself. It was a show referring to the passing life. 
I did not expect such an effect. It was a breakthrough. It was 
the beginning of the trip to the Ukrainian terra incognita. ((Stone 
Circle)), Gogol, birth of the DakhaBrakha band... However, all 
that is a part of an absolutely different history - the history of 
DAKH as a fheatre . 

(FUTURE) 

Ogloblin died at the age of 91 in 2005. He used to say that DAKH 
gave him another 10 years of full-blooded happy creative life 
among falented, young and free people. 

The age which brought those actors to the theatre gave them 
no chance to belong to it fully. Their relations with DAKH, which 
continued to transform into a repertoire theatre , became 
complicated. Representatives of the generation of freedom, 
responsible for their own lives and counting only on their own 
efforts, they had to choose between financial freedom from 
fhe fheatre or dependence on it. I am convinced that they are 
the most talented representatives of their theatre generation, 
actors for whom theatre is a religion. People from a different 
time, of different philosophy and other traditions, they could 
not accept the rules of the current theatre reality. 

Generations changed in DAKH. Today’s DAKH is a generation 
of young people, who chose theatre as a profession. In 2003 
following an invitation to lecture at the Karpenko-Kary University 
from Les Stepanovych Tanyuk I received a new team of young 
actors. Some students from my class came to DAKH and proved 
to be devoted to theatre , able to exist in it to their utmost, on all 
levels - they can and do everything in it: from installations and 
acting to managing and arrangement of such enormous events 
as GOGOLFEST, which was entirely created due to their hands, 
hearts, souls, hard work, talent, faith and love. I believe that only 
such a way may turn individuals into theatre people and give 
actual artistic results. Theatre becomes a regular profession 
and one should be able to do everything in it. Young actors 
are totally different from my generation, but that is natural and 
right. That is why I have such expectations for them. 

2008 

The text consists of the pieces of conversations with Liya Sheva, 
Maria Yasinska, KLIM and the fragment of interview with Marysia 
Nikityuk((Vlad Troitskyi: Loving life in all its aspects)). (Personalities 
of Ukraine No3, 2008). Redactors Maria Yasinska and KLIM 
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Mi/iTb KLIMa 

yMOBa BMHMKHeHH?! rpi/i 
He3aAexHo BiA c|dopm Teaipy 
30BXAM yCBiAOMAeHe TBOpeHH?! 

neBHo'f HeBiAnoBiAHOdi 
nepeciyn 3a6opoHM 
P03PMB0HH?I AOHUfOra 

nonepeAHboro 3aKOHy 

Tokmaa nopyi_ueHH?iAA, po3ipBaHH?iM AOHUfora m 6yAa no?iBa 
KLIMa y pocikicbKOAAy (me paAflHCbKOMy) TeaipaAbHOAAy 
AOHALUac|DTi KIHU.5I 80-X. 

AfOAM nOKOAiHHfl, mo npMMLUAO AO TeOTpaAbHMX LUKiA y 
naAA’?lTHMM 1982 piK, BI/|flBHAMC?l OCTOHHiAAM neCTyHHMKOMM 
paAflHCbKOMAAnepiT. AHOTOAiM Ec|Dpoc Ha6kipaB Kypc, i AHaTOAin 
BackiAbeB, npo flKoro xoamam AereHAH, yMOBMB i/ioro npi/iMHATH 
AMBHMX ((KyHMOTMX)): OAHMAA 6yB BopklC fOxaHOHOB, Apyn/iM 
- BOAOAMMkip KAMMeHKO, 3rOAOM - KLIM. 06klABO HeBAOB3i 
CTOHyTb AiAepaAAki TeaipaAbHoT aAbiepHaiMBM. 

YnpoAOBx 80-x y pociMCbKiki KyAbTypi HarpoAAaAxyBaAacb 
OAepxMAAicTb KyAbTypofo, xara bLakpmtmx KopAOHiB, npMCTpacib 
AO nOBepHeHH51 KOAI/ILUHbOrO. y «KOA» nOKOAiHH?! BXOAMAM 

onoBiAOHH?! Bopxeca, My3HHHi noi_uyKn cpiAina Taoco to Aopn 
AHAepceH, Ho6eAiBCbKa npoMOBa Mocnna BpoACbKoro, 
CfciAbMM OAeKCOHApa COKypOBO «CK0p60TH0 HenyTAMBiCTb)) i 
OAeKcm TepMOHa «MiPi Apyr Iboh Aani_ui/iH». 

Ao cepeAMHM 80-x yce ue octotohho oefcopMMAoeb y Tyry 3a 
caamcaoaa. 1987 poxy Bnepnie b CPCP 6yAO bmaoho «Bn6paHi 
npaui» Poaoho Bapia, sikhm 6araio b HOAAy cc|DopAAyBaB 
MOBy noKOAiHHJi, kioro CAeHr i AAOAy. nporoAOLueHa hum y 
60-x «CAAepTb aBTopa» nepe3 20 poxiB aoao b CPCP HOAifo 
HO pyMHyBOHH?! HenOXMTHOrO. y AXeHTAbMeHCbKMM Ha6ip 
«yAfo6AeHkix AyMOK» noKOAiHH?i yBiMLUAO y?iBAeHH?i npo BiAKpmy 
cipyKTypy. yAfoSAeHMAA CAiBueM dae «iHTepieKCTyaAbHicTb» 
(mo npkiMmAO ho 3AAiHy 6axTiHCbKiM «AiaAoriHHOCTi») - boho, 
3BicHO, Mae 30bc1m iHmi kohotoun, OAe togmi-imho noB’5i3aHe 3 
iAeefo BiAKpi/iTkix kopaohIb i noBepHeHH?iM 3a6opoHeHMXTeKCTiB. 
y?IBAeHH5l npo TBip, 51KMM MMMOBOAi «BMAOe», «nporOBOpKDG» CBOj 
TaeMHMUi, CTOAO OAHMM i3 TOAOBHMX iHCTpyMeHTiB KpMTMHHOrO 
aHaAi3y. LLfi KyAbTypa 6yAa cnoBHeHa «Hi6ki» (/ca/c-6t/) (yAfoSAeHe 
CAiBue 80-x) caMe TOMy, mo He 6oxoao xoAHoro «peaAbHO» 
(caobo, mo ctoao nonyA?ipHMM HanpkiKiHui 90-x). 

Ckaoaho AeKCMKa 03H0H0A0 BTeny 3-niA baoam AerKoro 
po3yMiHH?i, mo cnoTBopfoe cmmcam, 3-niA BnAMBiB to iAeoAorin, 
totobmx 3axonmM 3HeHaubKO 6yAb-Ae. Ckaoaho nkicaTM 

i BTiAfOBOTM nOCTOHOBKM 03H0H0A0 30AMmMTMC?l, 3riAHO 3 
BpOACbKMM, npMBOTHOfO AfOAMHOKD. 

3aoboaoc5i, mo HiKOAM paHime Teaip, xkiBonkic, AiTepaiypa 
to My3kiKa enoxki He 36iraAkic?i tok Bkipa3HO 3 if cycniAbHMMki 
iMnyAbcaMM, cnoBHeHMMki cnparn 3MiH. 

CBiT BiAKpHBOBC?! Hepe3 06p03, 5IKMM HOnpi/IKiHLlj AeC?ITMpiHH?l 6yAO 
AOHO KLIMOM i flKMM CTOB KAKDHOBMM AA5I nOKOAiHH?! - ((30A0T0 
CC|Depa Mmi» (TOK Ha3MBaAOC?l iHTepB’lO, AOHe OBTOpui UMX 


A moment of KLIM 

condition for the origin of acting 
regardless of theatrical forms 
invariably cognitive creation 
of some non-conformity 
violating prohibitions 
breaking chains 
and old laws 

KLIM’s appearance on the Russian theatrical scene at the end 
of the 1980s was such a breach of chains. 

The generation which came to the theatrical schools in 
memorable 1982 was made up of the last «darlings» of the Soviet 
empire. Anatoly Efros was about to teach a new course and the 
legendary Anatoly Vasiliev persuaded him to take two weird 
long-haired guys: one of them being Boris Yukhananov and the 
other - Volodymyr KLIMenko, or as we know him - KLIM. Both 
of them were soon to become the leaders of the alternative 
theatre . 

During the 1980s Russian culture accumulated an obsession with 
education, thirst for open borders, a passion for returning things 
past. The code of the generation was made of stories by Jorge 
Borges, musical experiments of Philip Glass and Laurie Anderson, 
Joseph Brodsky’s Nobel speech, Alexander Sokurov’s Mournful 
Unconcern and Aleksei German’s My Friend Ivan Lapshin. 

By the middle of the 1980s all that had been finally shaped 
into the yearning of sense. In 1987 for the first time in the USSR 
the Selected Works of Roland Barthes, who in many respects 
shaped the language of the generation, its slang and fashion, 
were published. 20 years after Barthes claimed death of the 
author it gave the USSR hope for destruction of the unshakable. 
The standard compilation of the favorite thoughts included the 
idea of open structure. Intertextuality (which came to replace 
Bakhtin’s dialogism) became the byword - naturally, it had 
totally different connotations, but it was mysteriously connected 
to the idea of open borders and the return of forbidden texts. 
The idea of works, which give away and walk through their own 
secrets unintentionally, was one of the key instruments in critical 
analysis. That culture was filled with as its (another favorite 
expression in the 1980s) because it did not want anything virtual 
or real (the words became popular before the very end of the 
1990s). 

Complex vocabulary meant escape from the reign of easy 
understanding, perverting the notions and meanings, from the 
influences and ideologies prepared to catch you off guard 
everywhere. Intricate writing and staging meant remaining a 
private man, like in Brodsky’s works. 

It seemed it was the first time theatre , painting, literature and 
music of that epoch coincided and agreed with social currents 
so evidently filled with the longing for change. 

The world was discovered by the means of image, created by 
KLIM at the end of the decade and crucial for the generation 
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p?iAKiB y 1991 poui). AiHinHe nepexnBaHHfl idopif 3pyMHyBOAOC5i 
(COMe TOMy, LUO AiHiMHO iCTOpi?! - BiA AeHiHO AO BpeXHGBO 
to iH. - 6yAa 6e3rAy3AOfo, cnoBHeHOfo oaaoh i comoomoh] m 
y BMHMKAy Aipy npopBOBC?i CBiT KacTOHeAM, Bopxeca, naBAa 
cpAopeHCbKoro. 

Ue npo BkidOBy BacMAbCBa «LUecrb nepcoHOxcen b hoiackox 
aBTopo) a6o npo KLIMiBCbKi aTpix oxhaohh^ b «lleM 30 >K 0 x» 
ropOAbAO riMHTepCD) nMCCIB BapT! «TeKCT 3iTKOHO 3 UMTOT, LUO 
BiACMAafOTb ao TMCflH KyAbTypHnx AxepeA». PeXMCepM HO OHOX 
nepeTBOptOBOAMC?! 3«OBTOpiB»Ha 6apTiBCbKMX«CKpnnTOpiB»i Bxe 
He TpaHCAfOBOAkl «npMCTpaCTi, HOdpoT, nOHyTTfl HM BpaxeHH5l)>, 
a Hane nepnaAM 3 sxorocb BeAnne3Horo n HecKiHneHHoro 
CAOBHMKO KyAbTypi/l. 

Ue y Teaipi BacMAbCBa HaTaAia Koa^kohobo to rpnropin Vagam 
rpaAM JGK, LUO BOAHOHOC XOTiAOCfl CniBHyBOTM M p03K0LUyBaTM 
ecTeTMHHMAA napaAOKCOM TxHboT rpn, nepe6yBOTM ycepeAMHi 
iAAnpoBUaun n BiAHyBOTM ce6e o6’cktom ecTeTMHHMx 
AAOHinyAJiuiM. Ue y BkiraAQHOAAy Bopefo K3xaHaHOBi/iM npoeicri 
«CaA», y ueHTpi sxoro 6yAa n’eca HexoBa, moxho 6yAO 
rOAMHOMM HaCOAOAXyBOTMC?! 6AyKOHH?lAA TKOHMHOfO TeKCTy- 
Mic|Dy, CTexaHM 3 a tmm, 51 k ^ipcoBa bmluh5i nepeTBopKDBOAac?! 
ho AKorocb He3HkimeHHoro 6ora BiujHy. 

Ue b «llpocTpaHCTBe KOMeAMM roroAn «PeBM3op » y KLIMa 
XaGCTOKOB CTOBOB TO HanAiHiBCbKMM KAOyHOM, TO TpenACBMM, 
a Tyra 3 a neTep6yproM panTOBO ApencUyBOAO b 6ix 
HeXOBO, nepeBTiAeHMM CfOXeT BiAKpMBOB 30BCiAA iHLUi 3B’SBKM, 
nepeTBopfOfOHMCb i3 n’ccM ho amct, i3 amcto - ho rpy. «Amct, 

- TBepAMB BapT, - nocTiMHO nopoAxye ceHC, aAe BiH HeraMHO 
BkinapoByeTbc?i». Ycji KyAbTypa 80-x i 6yAa tokmaa BMBiAbHeHH5iM 
ceHcy, mo nocTiMHO BunapoByBOBCJi. 

87- M piK CTOB By3AOAA, OCepA?lAA AAMCTeUbKOTO nOKOAiHHJI, 51 Ke 
AeC51Tb pOKiB 36kipaAOC51 HO CklAi, o6iu,51K)HM 3anOHOTKyBaTM 
BiAbHklM, BipTy03HMM i pi3HOMOHiTHMM TeOTp i 3pei_UTOKD - 
po3nopoi_uMAOC5i ao noHOTKy 90-x. He BkinaAKOBO caMe y 87- 
My HapOAMAMC51 ((TBOpni MOMCTepHi», ((UJKOAO ApaMOTMHHOrO 
MMCTeuTBa», a b «MiTiHOMyxypHOAi» HaApyxyBOAM «Ho6eAiBCbKy 
AeKuifo» BpoACbKoro. 

<(TeaTp - 30Ha HecKiHneHHoro oniKyBOHm. HaTXHeHH5i / mo 
npMXOAMTb AO noeTO, HOTXHeHH51 51K3AQTHOCTi AO COAAOnOXepTBM, 
HOBeAeHH51 OCOSAMBOrO CBiTAa - TOM piAKiCHMM CTOH HeKOHH5l / 
5ikmm BM3HOHae npMcyTHicTb BoxecTBeHHoro B HOC, - y TeaTpi 
CTae OKTOAA KOAeKTMBHMM. iMOBipHiCTb TOKOI MOXAMBOCTi 
KOTaCTpOC|DiHHO 3MeHLUyeTbC5l / po6MTb TOKe OHiKyBOHH51 
HeMAAOBipHO BOXKMAA, O MOXAMBiCTb - AABepHOK)... He3HOHH51 

- AAeTOA 3HMTyBOHH51 3 apKyLUO HOCy nepBiCHMX 3aKOHiB nAMHy 
penen. BxoAxeHH5i b 30Hy coaaoT no am, a He Tf TAyManeHH5i» 
(KLIM). 

nepLUMM npoeKT KLIMa, ?ikmm 51 no6aHMAO, Ha3MBOBC5i aTpH 
0>KMACIHMfl B «flePl30>K0X)) ropOAbAO IlMHTepCD), nOCTOBAeHMM 
ho cueHi TeaTpy iMeHi IlyLUKiHa niA nac nepmoro cpecTMBaAfo 
tbophmx MaMCTepeHb y 1989 poui, ctob aaIhok) BnoBiAbHeHof 

All. Ue 6yB TpMAeHHMM (BMCTOBa MLUAa TPM AHi) 3anAMB y 6iK 
TeaTpy, ?ikmm He mob Ha MeTi hmhmtm bhamb, a npoTe BMKAMKaB 
HeMAAOBipHy aKTMBHiCTb TA5IAaHiB, iHOAi M TOCTpe HeCnpMMH5ITT5l, 
KOAM BMCTaBy OnMCyBOAM B CMAbHMX BMpa3aX! M05IHH5I, 
LUaMaHCTBO, OLUyKaHCTBO, HeflCHiCTb. CTOCOBHO OCTaHHbOrO, 
to m cnpaBAi, hocom oktopm tobopmam tok tmxo, h16m ix reTb He 
Typ6yBOAa 3po3yAAiAicTb to 5iCHicTb TeKCTy. 

HacnpaBAi mluaocji npo 30BciM iHLuy 3po3yAAiAicTb. TexcT Tpbox 
n’ec niHTepa 6yAO nepeTBopeHO ho cyuiAbHMM noTiK, mo He 
mob noHaxy m KiHmi Ta nepe6yBaB b oneBMAHiM BiAcyTHOCTi TeMM. 
KLIM B « 0>KHAQHMflX)) nOCTyAIOBOB TeOTp, 5IKMM He BLAOG XOAHO'l 
CTa6iAbHOCTi, HenopymHOCTi, Hinoro CTiMKoro m ho30bxam 
AaHoro; TeaTp, mo nepeSyBae y BiHHOAAy CTaHOBAeHHi. 

Moro OKTOPM, 5IKMX BiH OTpMAAOB y CnOAOK BiA BOAOAMMMpa 


- the golden sphere of the moment (was the name of the 
interview I did in 1991). A linear passing through the history 
collapsed (because the linear history - from Lenin to Brezhnev 
and other officials - was absurd, full of deceit, wishful thinking 
and self-deceptions) and the world of Carlos Castaneda, Jorge 
Luis Borges and Pavel Florensky flooded the newly-created 
hole. 

It was about Vasiliev’s «Six Characters in Search for an Author» 
and KLIM’s «Three Expectations in a Landscape)) when Barthes 
wrote: ((The text is woven of quotes sending us back to thousands 
of cultural sources)). Right in front of our eyes directors turned 
from authors into Barthes’s scripters and did not broadcast 
passions, moods, feelings or impressions any more but precisely 
drew from some enormous and endless cultural dictionary. 

In Vasiliev’s theatre Natalia Kolyakanova and Grigory Gladiy 
acted in such a manner that you sympathize and enjoy the 
aesthetic paradox of their performance at the same time, 
stay inside the improvisation and feel like being an object 
of aesthetic manipulations. In Boris Yukhananov’s project The 
Garden (based on the play by Anton Chekhov) you could relish 
the wandering in the canvas of the mythological text for hours, 
watching Firs’ cherry tree transforming into some indestructible 
Vishnu. 

In KLIM’s ((Divine Space in Gogol’s Comedy The Government)) 
Inspector Khlestakov was Charlie Chaplin’s clown and Treplev 
and all of a sudden the melancholy for St. Petersburg drifted 
to Chekhov. The disembodied plot unveiled other connections 
transforming from the play into a letter and from the letter into 
the performance. Barthes used to say: «A letter always breeds 
some sense, but then it is gone in no time)). The whole culture of 
the 1980s was such release of constantly vaporing sense. 

1987 was a knot, the focus of the artistic generation, which 
marshaled its force over a decade, promising to give a start 
to a free, masterful and diverse theatre , the generation which 
eventually dispersed and cleared away by the beginning of 
the 1990s. It is no mere chance that the Creative Studios and 
the School of Dramatic Art were founded in 1987 and Mitin 
Zhurnal (Mitin’s Magazine) published Joseph Brodsky’s Nobel 
lecture. 

((Theatre is the zone of infinite waiting. Poet’s inspiration, 
inspiration as the ability for self-sacrifice, conduction of some 
special light - the rare awaited state which defines the Divine 
in us - all that turns into a collective art in the theatre . The 
possibility of such opportunity declines tragically and makes 
such waiting almost unbearable and chances poor and vain... 
Ignorance - is the method of reading elementary laws and 
course of the nature from a piece of paper. Entering the zone 
of existence, but not its interpretation.)) (KLIM). 

The first project of KLIM that I ever saw was called ((Harold Pinter. 
Three Expectations in a Landscape.)) ((Expectations)) staged 
in Pushkin Theatre as part of the first Creative Studios Festival 
in 1989 was a time bomb. It was a three-day performance 
in the theatre which had no desire to influence yet aroused 
unbelievable activity among spectators, including harsh 
rejections when the show was abruptly described as: gibberish, 
mumbo jumbo and deliriousness. Speaking of the latter, truth 
to be told, sometimes actors talked so quietly as if they were 
absolutely not bothered by the clarity and connectedness of 
the text. 

Indeed it was the matter of an absolutely different clarity. The 
text of three plays by Pinter was turned into a continuous flow, 
having no beginning and no end and obviously lacking the 
topic. In his ((Expectations)) KLIM hypothesized and postulated 
the theatre , which knew no stability, stillness, nothing steady or 
given once and for all; fhe permanently shaping theatre . 
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Mip3oeBd, npoT?iroM ceMM poKiB xmam acKeTMHHMM i 
XepTOBHMM XMTT5IM, yiiAfOfOHM MaKCMMOAiCTCbKi BMMOTM KLIMa 
AO AfOAeM, 3 5IKMMM BiH npOUfOBOB. KOAM me MaMCTepHfl KLIMa 
6yAa niApo3AiAOM «Tbophmx MancTepeHb», boho OTpnMyBaAa Ti 
CMMBOAiHHi KOniMKM, 51 Ki MOTAO BMAOBaTM pdAflHCbKCI AepXOBHa 
AAOLUMHO. TO AAipOfO TOrO, 51K OAHO 30 OAHOfO AiKBiAyBOAOC5l peLUTO 

KOMnaHiM i Uemp iMeHi MeepxoAbAa (cnaAKoeMeub «Tbophmx 
AAaMCTepeHb») nepecTOB 6yTM AxepeAOM cfciHaHcyBaHm, 
OKTopn KLIMa ynoAi6HfOBaAMC5i ao 6e3TiAecHMx AyxiB. Cnonaxy 
xmtt5i niABOAy 6yAO cyBopMAA, BenipHix nocMAeHbOK He 6yAO 
A03B0AeH0. TpeHiHr nOHMHOBC51 BpaHUi, TpMBOB KiAbKa rOAMH 
i noTiM nodynoBO nepexoAMB y peneTnuifo. PeneTnuifl tok 
COMO HenOMiTHO dOBOAa BMCTaBOtO, T 06 T 0 XMTT5I niABOAy 
He 3ynMH5iAOCb aHi Ha xBMAMHy. Gamhmm, xto 3Mir i 3axdiB 
AonoMonM MaMdepHi 3a ui pokm, 6yB HiMeubKMM pexMcep 
Po6epio HyAAi to noro Theatre an der Ruhr. IlicAfl c|DecTnBaAio 
b MfOAbraMMi, Ae 6yAO noKa3aHO «nepciB)>, HyAAi BMdynMB sik 
npoAfocep TpeTbo'i nacTMHM « 1/lHAoeBponeMCKoro npoeKra 
«AecTHMua-ApeBO )) (« roMAer »), npoc|DiHaHcyBaBLun noro 
luakoaa. Ue npoAOBXMAO xmtt5i niABOAy me Ha ABa POKM. Oahok 
BOHO uiAKOBMTO 3AAiHMAOC51. TpeHiHT TpMBOB OX AO KiHU.51, i HOBiTb 
KOAM Bxe MOMXe Bci OKTOPM niUJAM HM 6yAM BMmaHi KLIMoaa, 
BiH npoBOAMB noro, iHOAi HOBiTb coaa-oamh. Y nepepBax nonaAM 
BTOAAOByBaTM toaoa XAidoM 3 OAicfO. BAiTKy 1997 poxy KLIM 
no'fxaB y niTep... 

AAe noBepHiAAOC5i ao «30AOToro BiKy» niABOAy. Y caMiM Ha3Bi 
nporpaAAOBoT bmctobm KLIMa «7pM okmaqhmz b «neH30>K0x» 
AAiCTMBCSl CeHC TOrO, mo AAOB 3AiMCHMTM mOAO HbOrO TA5IAOH - 
BiAKpMTMC5i / nponycTMTM Kpi3b cede bckd ufo nAMHHy CTpyKTypy, 
mo6 BM51BMTMC51 npMHeTHMM AO ((30A0T0I Cdpep\A AAMTi)), nepeXMTM 
Tf 51 k HeMMOBipHy noAifo BAacHoro xmtt5i. «HaAi mhokd CKAeniHH5i 
He6a, HyTM MOpCbKMM npMnAMB)). 

KLIM, moxambo, BMpa3Hime, Hix 6yAb-xTO iHi_unn y cynacHOMy 
pociMCbKOAAy TeaTpi, cc|DopMyAK)BaB «TeMy Hamoro nacy»: Te, 
mo cnoKOHBiKy Ha3MBaAoc?i iHTepnpeTauiefo, pexMcepcbKMAA 
TpaKTyBOHH51AA, C AMKTOTOpCbKOfO CyTHiCTfO TOTOAiTOpHOrO 
TeaTpy, oktom HacMAbCTBa, 3ynnHKOfo «nAMHy ceHcy)) (Poaoh 
BapT). PexMcep, bboxob KLIM, Mae Anme ctbopkdbotm yMOBM 
to npocTip AA5i uboro nAMHy. 

He Anme TeopeTMHHO, a n npaKTMHHO bmctobo 3i cueHNHoro 
nepeMicTMAac?! y MeHTOAbHnn npocTip cnpnnHmfl, mod tom 
H adyTM 3aKiHHeHOCTi. EKcnepnMeHTM HDxaHOHOBa to bmctobm 
KLIMa b niABOAi CepeAHbOKapeTHoro npoByAKa 6yAM, no cyTi, 
nepmMMMpeaAbHMMMnAOAaMMCBo6oAM.MoAOAiTeaTpo3HaBui 
ni3HOBaAM nocTCTpyKTypaAi3M 3a khmtomm Poaoho BapTa to 
bmctobomm KLIMa « Tpn o>kmacihmx b < , < , /7eM3axax)), ((llpocTpoHCTBO 
5c»KeCTBeHHOM KOMeAMM rorOAfl «PeBM30p», KOXHO i3 51KMX 
tpmboao 51 k HecKiHneHHMM ripycTiB poMaH. riepcoHaxi UMX 
BMCTOB 6yAM MMTTGBO n0360BAeHi XOpOKTepiB, 51K UHOTAMBMU,i 
HeBMHHOCTi. AKTOpM, LUO TyAflAM nepeA HOMM 3 He3BOpyi_UHiCTfO 
MOHeKeHHMUb Ha noAiyMi, hobhoam hobo'i onTMKM, no-HOBOMy 
BCTOHOBAfOBOAM OHHMM KpHLUTOAMK! BOHM 6yAM UiAKOM 
HenTpaAbHi moAO TeKCTy to nepcoHaxiB. Xagctokobo Bxe He 
moxho 6yAO onncaTM - BiH 6yB po3HMHeHMM y 3Heoco6AeHOMy 
«npocTopi 6oxecTBeHHoT KOMeAii)). ((Xagctokob - ue 5i», - Mir 6 m 
CK 030TM npo ce6e yBOXHMM CBLaOK Ai5IHH5l, M ue 03H0H0A0, no 
cyTi, «TeaTp - ue 51 !)). lepapxifo 6yAO 3HnmeHO, rAJiAani otpmmoam 
CB o6oAy cnocTepexeHH5i to BiAHMTyBaHH5i ceHcy, nopiBHy 
p03AiAMBmn II 3 OKTOpaMM. ECTeTMHHa peBOAfOUm 3AiMCHMAaC5l. 
BiAHMHi moxho 6yAO 3a6yTM npo Te, mo TeaTp - ue BhyaAbHe 
MMCTeuTBo, boho nepeTBopfOBOAOCfl Ha MMCTeuTBO AA5i CAyxy M 
BhioHepcbKMx BiSpauin, ho MMCTeuTBo nacy, a He npocTopy. 
CAiAOM 3a nepmnMM po6otomm MancTepHi KLIMa 
«B03M0>KH0CTM 5», «Tpi4 0>KMA0HM3 B «rieM3CI>KCIX», 
«5c»KeCTBeHHOe npOCTpOHCTBO KOAAeAMM rOTOM1 «PeBM30p» - 
KLIM nOHMHOG BeAHKHM HOTMpMHaCTMHHMM «PlHAOeBpOneMCKMM 


His actors, whom he inherited from Volodymyr Mirzoev, have 
lived ascetic and sacrificial lives for 7 years, incarnating KLIM’s 
maximalism in his demands to people with whom he worked. 
Being the part of the Creative Studios KLIM’s workshop was paid 
only those tokens which the Soviet wheels of the state could 
afford. As fast as the rest of the companies were closed one by 
one and Meyerhold Centre (the heir to the Creative Studios) 
was no longer the source of financing, KLIM’s actors were turning 
into disembodied spirits and ghosts. At first, life in the basement 
was puritanical and there was no time for night parties. Training 
sessions started in the morning, lasted for a few hours and then 
slowly evolved into rehearsals. Rehearsals invisibly became 
performances, which means life in the basements never 
stopped even for a second. The only person who wanted and 
was able to help the Workshop over all those years was German 
director Roberto Ciulli from the Theatre an der Ruhr. After the 
festival in Mulheim an der Ruhr, where KLIM’s company showed 
The Persian People, Ciulli produced the third episode of the 
Indo-European Project (Hamlet), completely financing it. Such 
favour prolonged the life of the basement for another 2 years. 
But it was changed completely. Training sessions lasted till the 
very end and even when almost all actors were gone or exiled 
by KLIM, he did it, sometimes even alone. In between people 
tried to still their hunger with bread and butter. In the summer 
1997 KLIM moved to St. Petersburg... 

However, let us return to the golden age of the Basement. The 
name of KLIM’s program performance «Three Expectations in a 
Landscape)) contained the main point of things expected to be 
done by spectators - opening, passing through themselves the 
whole fluid and flowing structure in order to be involved in the 
golden sphere of the moment, live it like the most unbelievable 
and unforgettable event of your life. «There is empyrean above 
me. I can hear waves breaking)) (Harold Pinter). 

Perhaps, KLIM was the one to formulate the subject of our time 
much more precisely than anyone else in contemporary Russian 
theatre : those things that have been called interpretation 
and directors’ reading since the dawn of time are in fact the 
autocratic nature of totalitarian theatre , acts of violence and 
standstill of the flow of sense (Roland Barthes). KLIM believed a 
director should only create conditions and spaces for such a 
flow. 

Not only theoretically but also virtually the show was moved 
from the stage space to the mental area of perception, in 
order to become complete there. Yukhananov’s experiments 
and KLIM’s performances in the basement in Srednekaretniy 
Alley were per se the first actual fruits of freedom. Young 
theatre theorists understood post-structuralism through the 
works of Roland Barthes and KLIM’s productions such as 
«Three Expectations in a Landscape)) and ((the Divine Space 
in Gogol’s Comedy An Inspector)), each lasting like the never- 
ending novels of Marcel Proust. Characters in those shows were 
deprived of nature and temper in a flash, like defloration of 
virgins. Actors, walking in front of us with the cold-bloodedness 
of models on the catwalk, showed us new scopes, set our 
Crystalline lens to a new frequency: by all means they were 
neutral to the text and protagonists. You could not describe 
Khlestakov any more - he was dissolved in impersonal space 
of the divine comedy. Attentive witnesses to the actions taking 
place on the stage could say «l am Khlestakov)), which per se 
would mean «l am theatre!)) The hierarchy was destroyed and 
people in the audience were given the freedom of observation 
and reading of the sense, sharing them with actors as equals. 
Aesthetic revolution was accomplished. Since that time it has 
been possible to forget that theatre once had been a visual 
art - it was turned into the art of sounds and visionary vibrations. 
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npoeKT»: Ceeep - «Caobo o hoaky MropeBOM», KDr - «nepcbi», 
3anaA - «r OMAer)), Boctok - «YnciHHUJOAbi». «Caobo» i «nepcbi» 
6yAM cniBOHMMM. FIkluo nonepeAHi po6on/i 6yAyBOAMC5i 
51K ApaMOTklHHa iMnpOBbaum, TO TyT 6yAO 3AiMCHeHO 
npMHUkinOBMM pyx AO iAAnpOBi3aUN BOKOAbHOI — iHAMBiAyaAbHoro 
ocflmeHHfl yHiBepcaAbHkix apxemniB. Teaip - 3a KLIMom - ue 
aHTponoAoriHHe AOCAiAxeHm. 

Hepe3 uen npoeKT, 3 5iKoro 6yAO 3AicHeHO TiAbKM Tpn nepuji 
HOCTMHM, KLIM npMMLUOB AO iAef CTBOpeHH51 aBTeHTMHHMX 
nepeKAOAiB hm opMriHaAbHMx n’ec ho TeMM kaocmhhmx TeKdiB. 
riOLUTOBXOAA nOCAyXMB nepeKAOA «nepciB» IBOHOBO, B 5IKOMy 
BC5i paHH5i ohtmhho npoSAeMaTMKa 6yAa nepeHeceHa y 
AQBHbOCAOB'flHCbKMM KOHTeKCT. CbOCK) HeprOfO Lie AOAO 
OKTOpaAA MOXAMBiCTb BiAbHO BOpifOBOTM 6AM3bKOCXLAHi, 
CAOB’51HCbKi TO rpMTOpiOHCbKi My3MHHi KOHOHM. KLIM xe H03B0B 
uen npMHUkin nepeKAOAy «npopomyBaHH5iAA 3epHa»: «6yAb- 
5iki/im TeKCT Mae 6yin nepeTBopeHMM CTMxiefo pLahoimobm. Aa5i 
Uboro Moro Tpe6a hI6m nocaAMTM y plahmm rpym i npopocTMTM 
HaHOBO)). 

Tax 6yAo HaHOBO «HanMcaHO» «raMAeia». rioiiM 6yAM He 
nociaBAeHi «PoMeo i A>KyAbeia», «PiHapA lll». ripMHUMn 
ciapoBMHHoro Teaipy, mo He 3hob aBTopcTBa m BapifOBaB 
MaHApiBHi cfoxeTki, KLIM nepeHic Ha bckd cbokd TeaipaAbHy 
AiflAbHidb, i BiATOAi He 6yAO xoAHoro TeKdy, 5ikmm 6m bIh He 
nepenMcaB. HanncaHi BiAbHMM BipujeM i3 MaKCMMaAbHO 
36epexeHOfo noeTMHHOfo cfcaKTypofo mobm, ui «nepeKAOAM» 
6AM3bKi ao EAioTOBoro AMCKypcy, oco6AMBoro cnoco6y 
c|DiAOCOc|DyBaHH5i nepe3 noe3ifo. 

«neiep6yp3bKMM nepioA» KLIMa 6yB cnpoboio npMCTOcyBaTM 
yBecb AOCBiA Aa6opaiopHOi po6otm ao yMOB AepxaBHoro 
Teaipy. «Ayno aaa nacbiHKOB cyAb6bi» O’HiAa b Teaipi Ha 
AiTeMHOMy 6yAa, moxambo, HaMBAaAiLuofo cnpobofo b ubOMy 
ceHci. He mokdhm niABaAy 3 Moro yHixaAbHMM npocTopoM - 
LUMpoKMM CTOBnoM nocepeAMHi, mo npMxoBye bla rA^iAaniB 
c|DparMeHTM bmctobm, i3 A3epxaAOM no3aAy, BiAbMBafOHMCb y 
?iKOMy ui c|DparMeHTM no-HOBOMy BiAHOBAfOBaAM cbog npaBO 
6yTM no6aneHMMM, KLIM nepeMicTMB rAsiAaniB Ha cueHy, 
nocaAMBUJM Tx Tax, i_uo6 y noAe 3opy KpiM aKTopiB noipariAJiAM 
o6amhh5i iHUJMx TAflAaniB i o6pmcm rA5iAaubKoro 3aAy. Hayxa 
HM MMCTeUTBO p0330CepeAXeH0r0 norA5IAy BiAHOBAIOBaAa B 
npaBax niABaAbHi BOAbHOCTi. npocTopoBa iHiuiaTMBa KLIMa Mae 
uiAKOM BM3HaneHMM ceHc: boho c?irae tmx TeaipaAbHMx enox, 
51 Ki 3BiAbH5iAM norA5iA TAflAana, ao3boa5iiohm MOMy 6AyxaTM noMix 
30P5IHMM HeSOM, CTiHOMM JQ O0AMHH5IMM CyciAiB, 3aAMl_UaiOHM 
BMCTaBi Micue roAOBHoro CB5iTKOBoro o6paMAeHH5i BCboro uboro 
pi3HOMaHiTHoro rapMMAepy. 

y nepeACBiiaHKOBiM HanpyxeHiM TMLui, y BpaHiujHbOMy TyMaHi 
noHMHae KLIM CBiM MiHiMaAicTCbKMM enoA Ha TeMy O’HiAOBOi 
ApaMM. CnpaBXHiM noeT M’?iKoro po3ci5iHoro CBiTAa, KLIM 
nepeTBopMB idopiio HeBTiAeHo'f Aio6oBi Ha ripxy m HixHy coHaiy 
eaMOTHOCTi Ta aio6obhoT TyrM. CAyxaTM TMi_uy, ambmtmc?) Ha 
CBiM BiHHMM o6pa3 Kpi3b MiC5IHHe CBiTAO M AMM CMTapeTM - OCb 
nAaTOHiHHi ypoKM KLIMa, 51 Ki BiH aob AepxaBHiM cueHi. Hotmpm 
AKDAMHM Ha OAHOMy MaiMAaHHMKy p03n0BiAai0Tb OAHe OAHOMy 
CBOI* iCTOpn, B 51 KMX nM5ITMKa, CTpaXM, C|DpeMAMCTCbKi KOMIIAeKCM, 
panTOBa 3AicTb - yBecb tom «peaAbHMM» 3MicT xmtt5i, 5ikmm 
HOMaraBC5l nepeAOTM O’HiA, - TiAbKM 3BOpyi_UAMBi M CMilJJHi AA5I 
HMX COMMX MOCKM, nopyH i3 5IKMMM nAMHe XMTT5I 51 K BOHO C - MORD 
iAeaAbHMM 3MicT, Moro Tyra, HixHicTb, 6iAb 3a cboio BTpaneHy 
AOCKOHaAicTb i Moro 6e3AoraHHa aio6ob. Caobo ry6A5iTbC5i 
b ypaHiLUHiM HaniBTeMp5iBi, 3 5ikoi AeAb noMiTHO BMCTynaiOTb 
o6pMCM 6yAiBeAbHMX iHCTpyMeHTiB, rOTOBMX BMMip5ITM l_UOCb AOCi 
He 36yAOBaHe, HeBMAMMe npocTOMy norA5iAOBi. 

«BiAAaAeHH5l y MiC5IHHOMy CBiTAi, M 3HaHHe BiAAaAeHH5l», 
- noBTopiOBaAa b «f1eM3axax» aKTopKa CAeHa fpoMOBa. 


the art of time, not space. 

Following the first works in KLIM’s Workshop - ((Probability B», 
Three Expectations in a Landscape)) and ((the Divine Space in 
Gogol’s Comedy The Government Inspector)) KLIM started a 
major 4-piece Indo-European Project: North - ((The Tale of Igor’s 
Campaign)), South - ((The Persian People)), West - ((Hamlet)) 
and East - ((Upanishads)). The Tale and The Persian People 
were sung. While his previous works were created as dramatic 
improvisations, this series implemented essential movement 
towards vocal improvisation - individual comprehension of 
universal archetypes. KLIM’s theatre is an anthropologic 
research and exploration. 

With the help of that project (only three parts were staged) KLIM 
switched to the idea of creation of authentic translations or 
unique plays based on classical texts. Translation of The Persian 
People, in which all primeval antique range of problems was 
carried over to the ancient Slavic context, was the first impulse. 
In its turn it allowed actors manipulate Middle Eastern, Slavic 
and Gregorian chants and musical canons freely. KLIM called 
such approach to translations seed sprouting: Any text should 
be transformed via the elements of our native language. For 
that you need to plant it into our soil and sprout it anew. 

So ((Hamlet)) was rewritten. Then there were the unstaged 
((Romeo and Juliet)) and ((Richard III)). KLIM transferred the 
principle of authorless vagabond theatre , which remakes 
vagrant plots, onto his creative work and since that time there 
has been no project which he would not rewrite. 

Written in free verses and preserving poetic texture of speech 
such translations created a special method of philosophy by 
the means of poetry. 

KLIM’s St. Petersburg Period was an attempt to adapt the whole 
accumulated lab experience to the terms of the national 
theatre . Staging Eugene O’Neill’s ((Moon for fhe Misbegotten)) 
was probably his most successful attempt. Having at his disposal 
no basement with its unique space - a broad pillar in the middle 
hiding fragments of performances from fhe audience and fhe 
mirror in the rear reflecting those fragments and adding them 
some aftertaste - KLIM moved spectators to the stage making 
them see not only actors but also the faces of other people in 
the audience and outlines of fhe hall. Science or art of spaced 
sight rehabilitated basement liberties. KLIM’s space initiative has 
a specified meaning: it addresses those theatre epochs which 
released people’s glances letting them wander between starry 
skies, walls and faces of their neighbours leaving the show the 
role of the main festive framing for fhe whole manifold huddle. 
KLIM starts his minimalist sketch dedicated to O’Neill’s drama in 
predawn breathless silence. The genuine poet of soft diffused 
lighf KLIM turned the story of broken love info a sorrowful and 
tender sonata of solitude and amorous melancholy. KLIM 
showed the national stage how to listen to silence, look at the 
eternal images in the moonlight and cigarette smoke. Four 
people on the stage tell each other their stories about drinking, 
fears, Freudian complexes and sudden anger - all fhat real 
confenf of life, which O’Neill tried to depict - only touching 
and funny masks, next to which life goes on as it is - its perfect 
filling, its depression, tenderness, pain in its lost sophistication 
and its excellent love. Words get lost in the semi-darkness of 
the morning in which we can barely see the silhouettes of 
construction tools, prepared to measure something non¬ 
existent and invisible to unaided eye. 

((Retreat in the moonlight, retreat far away)), Yelena Gromova 
repeated in the production of Harold Pinter. Distance, cold 
moonlight between sensuality and neutrality, meditation and 
pain defined the nature of KLIM’s fheatre , in which people with 
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AMCTOHUm, XOAOAHe AAiCflHHe CBiTAO AAix HyTTCBiCTKD TO 
HeMTpaAbHiCTKD, MeAMTaLUCKD TO SOAeM BM3HOHMAM XOpOKTep 
KLIMiBCbKoro Teaipy, b siKOMy akdamho 3 yciM 'if npMBOTHMM i 
HOBiTb iHTMMHMM AOCBiAOAA BLAKpnBaC B C06i pMTyOAbHy iCTOTy 

- npo3opy nocyAMHy aaa BAOBAem-n-m BcecBiiy. «HaAi mhokd 
CKA eniHH5i He6a, nym MopcbKnn npnnAMB» (rapoAbA nimep). 

y «HyAbOBi» pOKM OAMH 30 OAHMAA TBOpui TO LAeOAOrM ((HOBOrO 
Teaipy» (TyT i Ti, xto pobMTb «Teaip.doc», i koao oproHi3aiopiB 
C|DeCTMBaAKD«TepMTOpi?l», Ta'lXHi 30BCiAA fOHi OAenTl/l) HOMaraAMC?! 
AOBecTM, mo ecreTMHHe nepexMBOHH?i - pin cycniAbHa. ToMy, 
ao peni, ix tok noAfobMAM «i_uicTAec?iTHMKM», Yxh i MOXAMBi 6a6yci 
M AiAyci, 5IKi AAOAM TeOTpOAbHy BAOAy TO 5IKi BiAKMHyAM KOAMCb 
(GHOBicHiAMM ecTeTM3M» nonepeAHboro noKOAiHHfl. 

13 p03B0XAMBiCTI0 «5inni)>, XOHO iHOAi M npMCTpOCHO, HOBe 
nOKOAiHH?! nOHOAO nponOBiAyBOTM COUiOAbHMM OnTMAAGM i 
nparMOTM3M. He AMLue TeAAnepaMeHT, a m ocobAMBe Hyu?i 
3AAyi_uye Tx 3HOBy ((bhambotm ho AyAAKy», «po3bypxyBaTM 
CyAAAiHH51», (GOKAMKOTM AO CnpOBeAAMBOrO CBiTOAOAy», ((byAMTM 
cnAJine cycniAbdBO». A 300aho - po3LUMpiOBaTM docyHKM i3 
BAOAOKD, nepeTBOpiOIOHMCb HO KyAbTyp-OAirapxiB, CTBOpKDKDHM 
TiHbOBi Ka6iHeTM BnAMBy. HiKOAM me BiA 30-x poxiB TeaipaAbHO 
iHTe Aire Hum He nepebyBOAa b tokmx HixHMx docyHKax i3 
AepxaBHOKD BAOAOIO. llaH CypKOB XOBOB CBOG ObAMHHfl 30 
6araTbMa toaochmaam m tmxmaam npoeKTaMM uief TeaipaAbHOi 
OAirapxii, aokm Kmpma CepebpeHHiKOB He nocTOBMB noro pomoh 
«Okoaohoam) ho MaAiki cueHi MXT iMeHi A. HexoBa. Otokmm 
niAcyMOK CTBopeHH?i ((couiaAbHO-BiAnoBiAOAbHoro)) Teaipy, ?ikmm 
HOBe noKOAiHH?i pexkicepiB ho AAexi HOBoro CTOAiu?i nonaAO 
npoTMCTOBA?iTM «ecieTCbKOMy», ecKanidCbKOMy xapaKTepy 
((TBOPHMX AAOMCTepeHb)) i BCbOrO nOKOAiHH?! 80-x. 

3BiCHO, i AAOBHO, CTMAidklHHO «CKAOAHiCTb» 80-X CbOrOAHi, 
3a ao6m npocTOAyLUHoT nparMOTMKM, nocTOAa 6e3rAy3AMM 
OHaxpoHi3MOAA. KLIM «eMirpyBOB» y TeKCT, y ApaMy. HankicoHi 
HUM 30 AeC?ITMAiTT?l MOHOAOTM TO AiOAOTM npOnOHyKDTb MOHApiBKy 
B 6iK He6e3neHHO'l CB06 oAM, Ae OKTOp i rA?IAaH 30AMLU0KDTbC?l 
HOOAMHUi OAHe 3 OAHMAA i 3 COAAMAAM CO6OKD - TOKMAAM, 
51KMAAM BOHM Ce6e LU.e He 3HOAM HM 60?IAMC?I 30ni3H0TM. Y HMX 
AOCAiAxeHO 30K0HM, %K\ peryAKDKDTb eHepriio i iiamh TeaipoAbHoT 
mobm. KLIM noBepiae TeaipoBi npaBO 6yTM tpohmhhmaa - 
AAOKCMMOAbHO LUMpMAA i OSCOAKDTHO TeOTpOAbHMAA. CbOrOAHi 
BiH 3AaeTbC?l AMBHMAA 30nepeHeHH?IM Tief AAOHII npOCTOTM TO 
npMpOAHOCTi, 51 KO OXOnMAO HOBe nOKOAiHH51 peXMCepiB i OKTOpiB. 
BiH - COMO HenpMpOAHiCTb, 51 K HenpMpOAHOKD e panTOBO CTMXm 

- 3eMAeipyc a6o nyMa. BiH HenpMpoAHMM, 51 k Teaip, 51 k akdamho, 
koam 'if cip5icae po3nan a6o koxohh5i. 

nepeixoBLUM ao Kmgbo, KLIM 6 araio b HOMy HOAMXHyB HOBy 
XBMAKD KMIBCbKOrO TeOTpy TO 5IKHOMnOTyXHiLUe BnAMHyB HO iAe'lTO 
npMHUMnM «AAXy» - CTBopeHoro Baoaoaa TpoiubKMAA Teaipy to 
ueHTpy cynacHoro AAMdeuTBO. 

IXH5I OCTOHH51 CniAbHO po60TO -«EAil"l. Codana 6yAKO» -ue KOpOTKi 
AiaAorM y TiopMi, Ae He3po3yAAiAO, xto kot, a xto xepTBa. nydAiKO 
CMAMTb, AMBA5IHMCb yHM3, HO B’?l3HiB y KAiTKOX, LU,0 HeCOAAOBMTO 
BMryKyiOTb: «Hom HacpoTb ho Haujy boakd!». HanpMKiHui nepujoT 
All IX 3a6MBOKDTb AOLUKOMM, HOnpMKiHUi ApyrOI, Ae MAeTbC5l 
npo EAina to npnpoAy baoam, Te caMe po6A5iTb i3 rA^AOHOAAM, 
3AAyi_UyKDHM IX CniBOTM yKpOlHCbKMM riMH. Ue HOM3aneKAiLUMM 
noAiTMHHMM nepc|DopAAaHC cynacHoT YkpoThm, ?ikmm AOCAiAxye 
CMTyauiio, koam xbopo6ambo OKTMBHicTb 6e3 6yAb-?iKoro po3roHy 
nepeMLUAa y CTOAiio xbopo6amboT anain. 

AAbOHa Kapacb, AOueHT THTMC, TeaipoAbHMM kpmtmk 


all their personal and even intimate experiences discover sacral 
creatures. «There is empyrean above me. I can hear waves 
breaking)) (Harold Pinter). 

In the 2000s one by one creators and ideologists of the new 
theatre (those who worked in Teatr.doc, founders of the 
Territoria Festival and their young disciples) tried to prove that 
aesthetic affection should be a public concern. For this reason, 
by the way, they were so much liked by the 60s generation, their 
possible grandmothers and grandfathers, ruling the theatres 
and once renouncing the rabid aesthetism of fhe previous 
generations. 

The new generation started preaching social optimism and 
pragmatism with a prudence of Yuppies, which sometimes 
was quite passionate. Not only the temper but the special 
instinct made them influence fhe minds, thrill consciousness, 
appeal to fair world order and wake fhe sleeping society again. 
Simultaneously they extended theirrelations with the government 
turning into cultural oligarchs and forming the shadow cabinets. 
Since the 1930s there have never been such tender relations 
between theatre intellectuals and state authorities. Mr. Surkov 
hid his face behind many pompous and modest projects started 
by those theatre intellectuals, until Kirill Serebrennikov staged 
his novel «Okolonolya)) in the Chekhov Moscow Arts Theatre . 
That is the result of development of the socially responsible 
theatre , which the new generation of directors opposed to the 
aesthetic escapist nature of the Creative studios and the whole 
1980s generation at the turn of the century. 

Naturally, the linguistic and stylistic complexity of the 1980s is 
an awkward anachronism in present-day era of simple-minded 
pragmatism. KLIM emigrated in texts and drama. Monologues 
and dialogues, which he had written over the last decade, 
suggest a trip towards dangerous freedom, where actors and 
spectators remain face to face and alone with themselves - 
they see themselves from a new and unexplored angle. Those 
texts examine the laws regulating the energy and the flow of 
theatre speech. KLIM gives the theatre back its right to be 
extreme - absolutely frank and totally theatrical. Today it seems 
to be a weird denial of that obsession with simplicity and nature, 
which devoured the new generation of directors and actors. It is 
unnatural, like the sudden acts of God - earthquakes or plague. 
It is unnatural as a theatre or people shocked with desperation 
or love. 

Having moved to Kyiv KLIM in many aspects inspired the new 
wave of Kyiv theatre and strongly influenced the ideas and 
principles of DAKH - theatre and contemporary arts centre 
established by Vladyslav Troitskyi. 

Their most recent collaboration called «Oedipus. A Dog Kennel)) 
consists of short dialogues in prison, where it is impossible to tell 
the hangman from fhe victim. Spectators sit looking downwards 
at caged prisoners deliriously yelling: «We spit on you will!)) At 
the end of the first act they are boarded, and at the end of 
the second act, where you actually watch the staging of 
((Oedipus)) and listen to actors arguing about the nature of 
power, fhe audience is boarded and forced to sing the national 
anthem of Ukraine. That is the fiercest political performance 
in contemporary Ukraine, exploring reality in which unhealthy 
activities suddenly switched to the stage of abnormal apathy. 

Aliona Karas, lecturer at The Russian University of Theatre Arts 
(GITIS) 
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CUEHOrPA^IS. 

MIX MAAEBMHEM I EOCXOM. 

Khhto Hohoa 

Caobo «cueHorpac|Di?i», HaneBHO, He 30bxam tohho BiAobpaxac 
Te, mo CKAaAae nAOTb i MOTepifo, noAo6y m cyTHidb uboro 
CBiiy. Bo hcicoaa ao Hboro Ho6araTO Kpame nacyBOTMAAe 
BceoxonHe noHma «cepeAOBkime». «AAX», mo hopoambc?i 
?ik nopoxHin HopHO-6iAMM npocrip, ocepAflM ?iKoro 6yB 
HeBeAMKMM bmctobkobmm 3aA-raAepe?i i KOMepHO (7x7 aa) 
CLieHO, o6pOCTOK)HM KHHTOMM, A3epKOAaAAM, CTOpOBMHHMAAM 
MebAflMM, C|DOTOrpac|Di?lMM, KapTMHOAAM M aHTHKBOpiOTOM, 
nodynoBO Ha6yBOB 03hok Teaipy-oceAi, ctobob oco6ambmm 
KyAbTypHO-iHTeAeKTyaAbHMAA i MOTepiaAbHMM CepeAOBkimeM, 
sxe npMMAAOAO ao ce6e rAflAana-rocT?! HabaraTO paHii_ue, Hix 
tom nepeciynoB nopir BAacHe TeaipaAbHoro irpoBoro npodopy. 
lAe?i Teaipy-AOMy, Teaipy-cepeAOBMma - iHTeAeKTyaAbHoro, 
KyAbTypHOrO, OCBiTHbOrO, HOTXHeHHOrO M npOBOKOTMBHOrO, 
BTiAMAOC?! M y H03Bi UeHTpy: <(AAX» CTOB He AMLUe MiCLieAA XMTT3 
HapiBHMX CTapOBMHHMX peneM, O M AAiCUeAA HaMHeCnOAiBOHiLUMX 
OCBiTHiX, AAMCTeUbKMX i TeaipOAbHMX npoeKTiB. 

Xto 6 Mir noAyMOTM: ycepeAMHi uboro npocropy, akmm B6Mpae 
npeAMeTM, mo 36epirafOTb naM’m npo cboix BAacHMKiB, TenAO 
cohua, 3anax Brrpy, BiAHyu?i nacy, BcepeAMHi uboro TeaipaAbHoro 
AOMy B 1998 poui MOrAa BM3piBOTM M nAeKOTMC51 MMCTeUbKO 
3MOBO 3 H03B0KD ((CueHNHMM npOdip ?1K AM30MHepCbKMM 
npoeKT»\1 XT03H0, ?ikok) 6yAa 6m cueHorpac|Di?i riAOHeTM «AAX», 
51K6m He 3ydpiBC?l 3MOBHMK-XMMepHMK Irop AemeHKO (y CBiTi 
30BHimHb0My - cueHorpac|D, xyAOXHMK, rpac|DiK i KpMMiHOAid) 
3i 3MOBHMKOM-peXMCepOM BaOAOM TpOlUbKMM. llpOTe, ?IK TO 
KaxyTb, iCTOpMHHO 3yCTpiH BiA6yAOC?l M, 3HOMmOBmM OAHe B 
OAHOMy HOAiMHOrO Cno6opHMKa, BOHM 30B351AMC51 TBOpMTM He mO 
iHme, ?ik BMCTOBy ((...HeTBepTbifi amluhmm...». CaMe tok, MOTepm 
iMnpoBi3auiMHMx irpoBMx CTpyKTyp AaxiBCbKoro TeaTpy Bnepme 
Ha6yAO 3pMMoro o6pa3y m o6oaohkm c|dopmm y nAacTMHHOMy 
npocTopi «AM3aMH-apxiTeKTypM» AemeHKa BAacHe y 
((...HeTBepTOM AMLUHeM...». 3oBAOHH?1, CAiA CK030TM, 6yAO He 3 
AerKMx: cpeAip AocToeBCbKMM (cueHa AonMTy PacKOAbHMKOBa 
nopc|DMpieM neTpOBMHeM 3i «3AOHMHy i KOpM»), BiKTOp neAGBiH 
(AiaAorM 3 poMOHy <(HanaeB i nopoxHeHa»), cppiApix Hiume 
(«Tok roBopMB 3apaTycTpa»), cepeAHbOBiHHa anoHCbKa TpareAi?) 
TiKOMauy MoHA3aeMOHa («CaMory6cTBO 30koxohmx ho 
ocTpoBi He6ecHMx TeHeT») - i Bee ue b oahIm BMCTOBi, m yce ue 
- gamho ApoMOTMHHa KapTMHa, m yce ue ho KOMepHiki cueHi 
MaAeHbKoro TeaTpy, mo hopoambc?i np?iMiciHbKO ho kopaohh 
OKOAMUi KyAbTypHOrO XMTT51 MiCTa 30 TeMHMX HOCiB eKOHOMiHHO'f 
Aenpecii to 6AM3bKoro TeaTpaAbHoro 6e3Hacc?i. 

Bm co6i raAaeTe, ue xona 6 ?iKOCb 3aHenoKOiAO BycaToro 
mnSoMroAOBy AemeHKa? noBipTe, OHi ho MMTb. («AAX» 6yB 
moamm 3a nAomefo, to axHi?iK He 3a piBHeM nopymeHMx nepeA 
HMM 30BA0Hb). OCb i AemeHKO, B3?lBmMC?l 30 paSOTy HOA CBOGfO 

nepmofo AaxiBCbKOfo bmctobok), bmtoaob mocb TOKe, mo, no 
cyTi, 6yAO cynacHOfo «CMMyAbTOHHOfo AeKopauiefo» (TOHHime, 
((CMMyAbTOHHOfO CUeHOrpOC|DiefO», OCKiAbKM TepMiH «AeKOpaui?l» 
ctocobho «cueHiHHoro irpoBoro AM3aMHy» AemeHKa He e 
KOPeKTHHM). 

'AemeHKO M. CueHorpac|DMHecKoe npocipaHCTBO kok AM3aMHepcKkiM 
npoeKT. - ApxiB U,CM «AAX». 


SCENOGRAPHY 

BETWEEN MALEVICH AND BOSCH 
The Book of Beginnings 

The word «scenography» may not always reflect flesh and matter, 
the look and the essence of this world. Sometimes these things 
are much better described by the more encompassing term 
((environment)). DAKH was born as an empty black and white 
space, assembled in a small exhibition gallery on a chamber 
stage (7X7 m). It was gradually filled with books, mirrors, ancient 
furniture, photographs, pictures, and antiques, acquiring 
characteristics of a theatre house, and becoming a special 
cultural, intellectual and material environment. It embraced 
the guest viewers even before fhey crossed the threshold of the 
theatrical acting space itself. The idea of a theafre -house, a 
theatre -environment as an intellectual, cultural, educational, 
and inspiring environment was expressed in the very name of 
the centre: DAKH, which in Ukrainian means «roof.» It became 
not just a place for magical antique things, but also for the most 
unbelievable educational, artistic, and theatrical projects. 

Who would have thought that within this space that embraced 
objects, holding within it the memory of their owners, the 
warmth of the sun, the smell of fhe wind, the sense of time, - 
that within this theatre house an artistic plot could be born and 
develop in 1998 under the title of ((Scenographic Space as a 
Designer Project)) 1 ? And who knows what the scenography of 
DAKH would have been, had coiner designer Igor Leschenko 
(scenographist, artist, graphic artist and criminalist) not met 
designer director Troitskyi? However, this historic meeting, as 
they call it, did take place. The two found in each ofher reliable 
teammates and began to create their play, ((Fourth Man 
Out)). Yes, yes, the matter of improvising drama structures of 
the DAKH theatre for fhe first time gained a visible form in fhe 
plastic space of Leschenko’s ((architecture design)), specifically 
in the ((Fourth Man Out)). The task, to be honest, was not an easy 
one: F. Dostoyevsky (the interrogation of Raskolnikov by Porfiriy 
Pefrovich from Crime and Punishment), V. Pelevin (dialogues 
from his novel Chapayev and Emptiness), F. Nietzsche (Thus 
Spoke Zarathustra), the medieval Japanese tragedy of 
Chikamatsu Monzaemon (Suicide of Lovers on the Amijima) - 
all of this in one play, all this as a single dramatic web, and all 
this on a chamber stage of a small theatre that was born on 
the very outskirts of the city’s cultural life in the dark times of 
economic depression and the impending theatrical inertia. 

Do you think it caused this mustached hoodlum Leschenko to 
feel any doubt? Not for a moment! (DAKH may be small in body 
but not in spirit, in terms of the tasks set before it). So Leschenko 
started working on his first play for DAKH and he came up 
with something that looked like a modern ((simultaneous 
decoration)) (or rather ((simultaneous scenography)), since the 
term ((decoration)) is irrelevant to Leschenko’s ((scenographic 
play design))). 

1 Leschenko I. Scenographic Space as a Designer Project. - Archive of 
DAKH. 


26 





CueHorpac|DiHHe pirnem-im, toaobhmm sobaohhjim 5iKoro 6yAO 
CTBopeHH?i yHiBepcaAbHoro irpoBoro npociopy - (rirpoBo'i 
AAOLUMHH AA5I ny6ANHOrO XMTT5I AfOAMHM - OKTOpO)) 2 , CKAOAQAOC51 
3 OKpeAAkix npeAMeiiB-o6’eKTiB, mo BiAirpaBOAM m poAb 3HaKiB, 
i clDyHKuioHOAbHy, nepcoHaxHy poAb. 3a AonoMorofo KiAbKOx 
npeAMeiiB, ocBiTAeHH5i m aKTopcbKoT rpki y npodopi KOMepHOi 
CLieHM 3a AKyCb MMTb BMHMKOAO BAaLUTOBaHe 3riAHO 3i CBOIMM 
3aKOHaMM cepeAOBMme. CTBopeHi Ha cueHi cbItm Manxe 
He nepeTHHOAkicfl, 6o x nonpM neBHi cniAbHi npMHUMnM 
(roAOBHMM 3-noMix akmx noA5iraB y KpaMHbOMy c|DyHKuioHaAi3Mi 
m «onyAHeHHi» npeAAAeia Ha cueHi), bohm hoato BiApi3H5iAMC5i 
xapaKTepoAA, MaiepiaAOAA i npMpoAOfo penePi, moix ckaoaoam. 
npoMeHi CBiTAa BMxonAfOBOAM 3 niTbMM HopHoro KaSiHeiy to 
He3po3yAAiAoro npM3HaneHH5i CTpaxoBMAHi 3aAi3Hi MexaHi3MM- 
KOHCTpyKUII, mo CBOIM BMTA5IAOM HarOAyBOAM HM TO AMBHi 
paA51HCbKiTpeHaxepM, HM TO 3HOp51AAfl TOpTyp, BMAOSyTi 3 niABOAiB 
HK; to rpaHMHHO ckpomhmm aHTypax cueHM 3 AocToeBCbKoro - 
cxoxy ho Kopnyc nepLUMx cfcoToanapaTiB AepeB’flHy CKpMHbKy 3 
npopbaMM, 5iKa nepeTBopfOBaAac5i to ho KBapTMpxy nopc|3Mpi5i, 
to ho CTiA, Ha ?iKOMy BiH Ha onax y BpaxeHoro PacKOAbHMKOBa 
py6aB coKkipofo roAOBy CBixoi KanycTM; to - y npaBOAAy Kyxy - 
AAiKpoBcecBiT TiKaMauy MoHA3aeMOHa - 5inoHCbKy ujkipMy, mo 
3aTyA5iAa ho nAOTc|DopMi nopHe nAeco boam y KaAy6i. 

OAHaK o6pa3 BMCTOBM, AAa6yTb, BMTBOpfOBOAM He TaK caMi 
npeAMeTM, 5 ik nopoxHin npocTip HaBKOAMLUHboi TeMpsiBM. 
niTbMa, Heo3opa mobhosho 6e30AH5i nopHoro He6a 
nepeTBopfOBaAa Mexi moaoT cueHM Ha KOCMiHHe 6e3Mexx5i. 
BoHa noB’5i3yBaAa b CAHicTb BcecBiTy ocTpiBui 3ary6AeHMx 
y HiM CBiTiB i CTBopfOBaAa Ha cueHi o6pa3 Honi m kocmnhoT 

HeOC51XHOCTi. 

np030pMM TeHAiTHMM CBiT 5inOHCbKOT TpareAN iCHyBaB y HiM 
napaAeAbHO 3 recHOfo CBiTy neACBiHCbKMx «6paTKiB». y ubOAAy 
ceHci cueHorpac|Di5i ((...HerBeproro AMLUHero...» ambobmxho 
HaraAyBaAa cepeAHbOBiHHy MicTepiaAbHy cueHy, mo yAAOBHO 
no3HanaAa 3eMAfo, Pom i neKAO, to boahohoc MicTMAa AAOAeAb 

CBiTOSyAOBM. 

Y uiM cueHorpactDif roAOBHy poAb BiAirpaBaAa Ti BeAMHHicTb pin. 
Pin 51 k npeAMeT rpM aKTopa, pin 5 ik 3aci6 TBopeHH5i cepeAOBMma 

- npeAMeT i3 Moro xmbokd cfcaKTypofo (y uiM BMCTaBi - AepeBO to 
3aAi3o), icTopicfo, 3anaxoM, naM’mfo npo MMHyAe; pin 5 ik 3hok, 
OCKiAbKM nOnpM CBOfO rpaHMHHy ClDyHKUiOHOAbHiCTb, KOXeH 
CTBopeHMM AemeHKOM o6’ckt i npocTO npeAMeT ho cueHi 6yB 
oahohocho ambhmm HarpoMaAxeHH5iM yni3HaBaHMx 3HOKiB, 
ceHciB i KOHOTauiM. Cmeub - 5 ik npeAMeT Me6AiB i 5 ik 3Hap?iAA?i 
b6mbctbo, KanycTa - oboh i toaobo CTapoT, nepBOHMM TfOAb 
nopyxoM pyKM nepeTBopfoCTbca Ha Mope. Hi, ue He moao Hinoro 
cniAbHoro 3 yMOBHicTfo CMMBOAi3My: npeAMeTM 5 ik Taxi 6yAM 
no36aBAeHi caMOAOCTaTHbof 6araTorpaHHoT «ceMaHTMHHof 
3HanymocTi». 06pa3M HapoAxyBaAMCb i TpaHcc|DopMyBaAMC5i 
BHaCAiAOK BipTy03H0l' aKTopcbKoT rpM. 

TyT CAiA 3ayBaxMTM, mo «cueHiHHMM am30mh» AemeHKa He 
MOB Hinoro cniAbHoro Hi 3 npMKpamaHH51M (AeKOpaTMBHiCTfO), 
aHi 3 noSyTOBOfO yTMAiTapHiCTfO. y BMCTaBi ({...HeTBepTbIM 
AMLUHMM...}} ue BM51BMAOC51 51KHaMBMpa3Hime: TeOTpOAbHO 
MOLUMHepm, nOKAMKOHa 6yTM HOCTMHOfO AMHaMiHHOI 
ctmxFi aKTopcbKoT rpM, 6yAa MaMxe no36aBAeHa c|DAepy 
KpacMBOCTi. Boho Hane bmkpmboao pin i3cepeAMHM. AemaTa, 
npyxMHM, tbmhtm, AaMnoHKM - KOxeH eAeMeHT noxMyporo 
«cueHiHHoro o6AaAHaHH5i» neACBiHCbKoT recHM 6yB rpaHMHHO 
ClDyHKUiOHOAbHMM. AAe C|DyHKUiOHaAbHMM COMe i3 nOrA51Ay 
TeaTpy, ocxiAbKM ui «MexaHi3MM» 6yAM HacaMnepeA ambhmmm 
M CTpaxiTAMBMMM irpamKOMM, O TOK, COMe irpOLUKOMM 

- npeAMeTOMM, npMHa3HaneHMMM aa?i aKTopcbKoT rpM. 
36epirafOHM y co6i amxohh5i i naM’jiTb npo CTapi peni, 3 ?ikmx 
bohm 6yAM 3po6AeHi (peneM peaAbHMx, b3?itmx 3i cnpaBXHboro 

2 AemeHKO M. Cu,eHorpac(DMHecKoe npocTpcmcTBO kok AM3aMHepcKkiM 
npoeKT. - ApxiB LLCM «AAX». 


The main task of this scenographic solution was the creation 
of a universal play space - a «play machine for the public 
life of a person who is an actor by vocation)) 2 . It consisted of 
individual objects that were functional, typical, and significant. 
With the help of a few objects, lighting, and the actor’s craft 
on a chamber stage, a special environment emerged at once 
and followed its own particular laws. The worlds created on 
the stage practically never crossed each other, despite some 
general shared principles (the main principle being the extreme 
functionalism and ((alienation)) of an object on stage); their 
characters, materials, and the nature of their elements were 
too different. 

The rays of light tore out of the darkness of the dark chamber, 
followed by some unknown and terrifying iron mechanisms that 
looked either like strange Soviet training simulators or like torture 
machines dragged out from KGB basements; then an extremely 
modest entourage of a scene from Dostoyevsky - a wooden 
box with holes in it that looked like old photo cameras, that 
then turned into Porfiriy’s flat, or into a table upon which he cut 
the cabbage in front of a shocked Raskolnikov; then the micro¬ 
world of Chikamatsu Monzaemon’s universe - a Japanese 
screen frozen on a platform over the black water in a barrel. 
The image of the play, however, was born not just out of objects, 
but also out of the empty space of darkness around them. This 
darkness, an immense silent chasm of black sky - turned the 
boundaries of a small stage into cosmic infinity. The darkness 
linked the islands of worlds losf in the universe and created the 
picture of night and cosmic infinity on stage. 

The delicate and transparent world of Japanese tragedy existed 
in parallel to the hell of the world of Pelevin’s mobsters. In this 
sense, the scenography of ((Fourth Man Out)) looked surprisingly 
like a medieval mystery scene that personified Earth, Paradise, 
and Hell, and at the same time - the model of Creation. 

In this scenography, the main role belonged to his majesty - 
the thing: the thing as the object of an actor’s play, the thing 
as a means of creation of the environment - an object with its 
living facture (in ((Fourth Man Out)) it was wood and iron), history, 
smell, memory of the past; the thing as a sign. For despite its 
extreme functionality, each object created by Leschenko and 
any other object on stage was a strange conglomeration of 
easily recognized symbols, meanings, and connotations. A 
chair was a piece of furniture and a weapon; cabbage was a 
vegetable and an old woman’s head; red curtains were turned 
into a sea by someone’s hand movements. No, it had nothing 
to do with conditional symbolism: the objects themselves were 
devoid of self-sufficient multifaceted ((semantic significance.)) 
These images were born and dartingly transformed as a result 
of the virtuoso play of actors. 

It should also be noted that Leschenko’s ((scenic design)) 
had nothing to do with either decoration or with domestic 
functionality. In ((Fourth Man Out)) it was clearly revealed: the 
theatrical machinery designed to be part of the dynamic 
elements of the actors’ play was practically devoid of the flair 
of beauty. Rather, this machinery ((unlocked)) the thing from 
the inside. Clamps, springs, screws, lamps - every element of 
the dark ((scenic equipment)) of Pelevin’s hell was extremely 
functional, but only from the theatre’s point of view, for all these 
((mechanisms)) were first and foremost strange and scary toys; 
yes, toys - objects designed for the actors’ play. By preserving 
the breath and memory of the old things they were made of (real 
things taken from real life), they revealed their hidden nature. 
Absurd and made without any love for man, the skeletons and 

2 Leschenko. I. Scenographic Space as a Designer Project. - Archive of 
DAKH. 
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xmtt?i), bohi/i Hane bmabaaamixhkd npMxoBOHy npnpoAy. Be3rAy3Ai, 

3po6AeHi 6e3 AlObOBi AO AKDAMHM KOpKOCM M dTKM pOAAHCbKMX 
ADKOK, HaMpi3HOMaHiTHil_ui CBepAAO TO 3dTMCKCIHi BepCTOTiB 
Ha6yBOAM y lum peaAbHOCTi HOBoro xmtta, b a Kin Txm cIdopmo 
nOGAHyBOAOCfl 3 BOpOXOfO LUOAO AKDAMHM BHyTpiLUHbOfO CyTTfO. 
Yce ue 6yAO cxoxe ho ambhmm amtahmm momaohhmk, CTBopeHMM 
3i CTpaLUHMX, 6e3rAy3AMX peneM. CnOTAflAOKDHM MeT0M0pc|D03M 
AemeHKiBCbKoro o6pa3HO-npeAMeTHoro CBiiy, tok i xoTiAoca, 
nepec|Dpa3yBaBLUM nopc|DMpi?i, BMryKHyTM 3aMicTb «Caobho 
pin!» - «Ambho pin!». OcxiAbKM «AMBHicTb», «OHyAHeHidb» 6yAM 
OCHOBHOKD BAOCTMBiCTKD UbOrO ((CUeHNHOrO o6aOAHOHH 51». 
y LUM nepLLliM AOXiBCbKilM BMCTOBi 6yAO 3dKACIAeHO HeMAAGBipHy 
KiAbKiCTb iAeM, ?lKi HdAdAi OTpMAAdKDTb SlCKpOBMM i HeCnOAiBdHMM 
PG3BMTGK y HdCTynHMX BMCTdBdX TpolubKoro. CdMe y 
«...HeTBeproM AMLUHeM...» Hd cueHi «AAXy» Bnepi_ue 
3’flBA?IKDTbC?] AAdCKM, BOAO, CnpOBXHikl BOTOHb, nanepOBMM 
6yAMHGHGK-XpdM, 51KMM CndAfOfOTb HdnpMKiHLli BMCTdBM; TyT 
3dpdAxyeTbc?i cxiAHd TeMd y cueHdrpdc|Difi npociyndG npMHUMn 
CTBOpeHHfl KOCTKDMO, flKMM 3TOAGAA CTdB 3dKOHOM. KOCTKDM 
«AAXy» - ue pin, lug xMBe y nad, ue He AMLue TedTpdAbHd 
GAeXMHd nepCGHdXd, d M XMBd iCTOpMHHd nOM’flTb. 

Yce ue BMAAGTbc?! b HdCTynHMX TeGTpGAbHMx npceKTdx y 
HeMAACBipHy KiAbKiCTb HGA3BMHGMHO uiKdBMX iAeM, y TOMy HMCAi 
M CUeHdrpdC|DiHHMX. Tex nOM’flTOIOHM npc rCACBHi npMHUMnM 
uic'l BMCTdBM, 3BepHiMGC?l Ad HdCTynHO'f BiXM AdXiBCbKdT iCTOpil - 
BMCTdBM ((AocToeBCKMM-HecTepTOH: napaAOKCbi npecTynAeHMfi 
MAM OAMHOKMe BCOAHMKM AnOKOAMHCMCO)) 3 . 

BiAHyBdCTe, HORD BdpTd CdMd AMLLie Hd3Bd? AO ABOX LUM6dMTCAiB 

- TpClUbKCrd Td AemeHKd B «flopOAOKCOX» AOAyHMBCSl 
LUM6dMrdACBd-ApdMdTypr KLIM - MdMCTep-nepenMcyBdH 
CB?imeHHMX KHMT, \~eHM AAOBM Td TedTpdAbHMX TeXHCAGHM, 
TBdpeUb CpMriHdAbHMXTeKCTiB Hd KAdCMHHi CfOXeTM. f1c6dHMBLUM 
MdXAMBCCTi AdXiBCbKMX dKTCpiB, HdTXHeHHMM yCniXCM 
((...HerBeproro AMinnero...)) m niAbypioBaHMM Hec6MexeHCKD 
C|DdHTd3ieK) TpcTUbKGrG, UeM TBCpHC-3MCBHMUbKMM rypT 
BMpiujye ubcrc pd3y noeAHdTM AocTceBCbKcrc 3 HecrepTOHOM, 
npMmenMTM Hd ubCMy ApeBi LuenM c|DiAOCOc|DiT, 6i6AiMHMx 
MCTMBiB,C3Ad6MTMMGrCXBdUbKMMMCACBeCHMMMdTpdKUiCHdMM, 
3drdACM - BAGLUTyBGTM UiAKOBMTMM peMBdX Hd HdyKOBiM, TC6 tC 
ApdMdTypriHHiM dCHCBi. Bchc m He ambhg, GCKiAbKM nc cyTi 
KOXeH TedTpdAbHMM TeKCT KUMd flBASie CC6CfO XMBy KHMTy 
c|DiAOCOc|Dii' Td npdKTMKM TedTpy, d « napaAOKCbi » b ubCMy ceHci 

- CnpdBXH?! dHTOAOrm C|DyHAdMeHTGAbHMX npMHUMniB rpM, 
BMKAGAeHMM y ApdMGTMHHiM C|DCpMi nCCi6HMK-nyTiBHMK CBiTOM 
TedTpy. «YHeHH?i» tg «ncAbCBi BMnpc6yBdHH?i» hg 3drdAbHy 
pdAiCTb ny6AiKM M dKTCpiB BiA6yBdAMC?l BeAbMM 3dXOnAMBO. 

LUc X AC ncpdACKCiB, BGHM He 3G6dpMAMC?l 3’?1BMTMC?1 i B 
AemeHKiBCbKCMy cueHiHHOMy AM3dMHi: HanoA5iraKDHM hg 
eKCTpeMGAbHOMy C|DyHKUiCHGAi3Mi AM3dMH-dpxiTeKTypM 
(c|DyHKui?i 6e3 npeAMeTd), b «flopoAOKCOx» BiH CTBcpfoe 
CUeHCrpdC|DiK) 3 MMCTeUbKMX, eCTeTMHHMX, flKLUO 6dXGCTe 

- noeTMHHMx c6’cKTiB. CKyAbnTypHi 6dpeAbcc|DM AemeHKd 
cdMi nc cc6i - bmtbgpm mmctcutbc, tg m cgmg cueHcrpcc|Di?i 
Ubcrc pd3y ctbgpkdc He cepeACBMme, a c6pd3 bmctgbm. 
3AdCTbC5l, LUC B «flopOAOKCOX» XyAGXHMK AemeHKd B351B TCpy 
hga AemeHKCM-TecpeTMKdM, dAe HdcnpcBAi ue He tgk. 
ripccTd b AM30MH-dpxiTeKTypi uicT BMCTdBM ecTeTMKd peni Td 
Tf C|DyHKUiCHGAbHiCTb HdSyBdfOTb HCBGrC CniBBiAHOLUeHHJI. Ue 
nCB’?13dHC i 3 GpxiTeKTCHiKCKD CdMOl n’CCM, i 3 HOBMM nOTA51AGM 
HG cUyHKUidHGAbHiCTb. 

^Ikluc y ((...HerBeproM AMinneM...)) cueHd BTiAfOBdAd BipTydAbHy 
KGTiBHfo (AyxcBHy HacaMnepeA), tg b «flopoAOKCox.» - ue 
CnpdBXHikl My3eM KyAbTyp i UMBiAi3GUiM. Hd XdAb, 3GHeA6dHMM. 

3 KLIM. AocToeBCKMM-HeciepTOH: napaAOKCbi npeciynAeHkifi mam OAMHOKMe 
BCOAHMKM AnOKOAMnCMCO //BoraeB O., KLIM, KOA?IAa H., CHMTMpeB B., 

YrapoB M., LUmlukmh O. napcjDiOMep m Ap. MHCueHMpoBOHHbie nepcoHaxM. 
-M. KopoBQKHMrM, 2008. - C. 64-191. — (CepMsi «nociaBMTb»). 


nets cf eld Scviet beds, dll kinds cf drills end clips cf benches 
ebteined new life in this reality, where their farms merged with a 
hestile inner meaning. All cf this lacked like a strange children’s 
playgreund, created cut cf terrible and absurd things. As cne 
watched the metamerpheses cf Leschenkc’s imagery and 
abjective wcrld, cne wanted to paraphrase Porfiriy’s «What a 
glorious thing!» into «What a strange thing!» For the «strangeness», 
the «otherness» was the foundational quality of this «scenic 
equipment.)) 

This first play of DAKH embedded an unbelievable number of 
ideas that would later be brilliantly and unexpectedly developed 
in Troitskyi’s future plays. It was in ((Fourth Man Out)) on DAKH’s 
stage that masks, water, real fire, and a paper temple (that 
got burned down at the end) first appeared. It gave birth to 
the oriental theme in scenography and revealed a principle of 
costume creation that would later become law. A costume in 
DAKH is a living thing that dwells in time -- not just a theatrical 
cover of a character, but a living historical memory. 

All of this resulted in a great number of fascinating scenographic 
ideas that turned up in future projects. So, following the main 
principles of ((Fourth Man Out)), let us turn to the next milestone 
of DAKH’s history - Dostoyevsky-Chesterton: Paradoxes of Crime, 
or the Lonely Horsemen of the Apocalypse 3 . 

Do you feel what the name alone conveys? In Paradoxes, two 
hoodlums - Troitskyi and Leschenko - were joined by another 
hoodlum-playwright KLIM, master copyist of sacred books, 
genius of the language and of theatrical technologists, creator 
of original texts on classical stories. Looking at the opportunities 
of DAKH’s actors, inspired by the success of ((Fourth Man 
Out)) and encouraged by Troitskyi’s unchecked fantasy, this 
creative-designer group decided to combine Dostoyevsky with 
Chesterton, to glue to this tree all branches of philosophy, biblical 
stories, to attach to it bold verbal attractions and, in general, to 
make bedlam on its scientific, or rather dramatic, foundation. 
This is not surprising, for in essence every dramatic text of KLIM 
is a living book of theatrical philosophy and practice, while the 
Paradoxes in this sense are a true anthology of fundamental 
principles of play disclosed in a dramatic form, like a guidebook 
for the theatrical world. The ((training)) and ((field trials)) were very 
exciting, to the great delight of actors and public. 

Here, you may certain wonder: why a ((bedlam))? But if you 
look into the theatre 's textbook, you will see that bedlam is 
something without limits - a lack of boundaries of the possible, 
a crime-violation of all rules and canons, or a return to them 
over and over again, but in a new time -- in the ((here and 
now.)) A paradox? Here’s your paradox of crime: insisting on 
extreme functionalism of design architecture (functions without 
an object), Leschenko creates in the Paradoxes scenography 
out of artistic, aesthetic, and -- if you want - poetic objects. 
Leschenko’s individual sculptural reliefs alone are masterpieces 
and, on this occasion, his scenography creates not merely the 
environment, but the central image of the play. It seems that 
in Paradoxes, Leschenko the Artist triumphs over Leschenko 
the Theorist, but it is not so in reality. Simply, in the design 
architecture of the Paradoxes, the aesthetics of things and their 
functionality come into a new relationship. It is connected to the 
architectonics of the play and to a new view of functionality. 
While in ((Fourth Man Out)) the stage resembled a virtual prison 
(spiritual, first and foremost), in Paradoxes of Crime it becomes a 
real museum of cultures and civilizations - abandoned, alas. For 

3 KLIM. Dostoyevsky-Chesterton: Paradoxes of Crime, or the Lonely Horsemen 
of the Apocalypse //Bogayev O., KLIM, Kolyada N., Snigirev V., Ugarov M., 
Shishkin O. Perfumer and Other Staged Characters. - M. Korovaknigi, 2008. 

- P.64-191. - («To Put» series). 
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OcKiAbKM y xpaMi, CTBopeHOMy AemeHKOM, TecupaAbHa 
borocAyxba Habupae cfcopMM po3CAiAyBaHH5i, mo Bkipociae 
3 KpMAAiHaAbHO-CAiAHoro eKcnepMMeHTy b po3ropHyri ho pyiHax 
KyAbTypn po3KonKM-noi_uyKM icTHHH, Kpacki, cyii... noujyKH 
caMoro Teaipy b noro nepBicHin npnpoAi. BeAbMH HaraAye 
naAOAAHMUTBO 6e3KpaiMH piBHMHOAAM 3BOAMmQ UHBiABauil. Ha 
XOAb, AAOXHCI CK030TH H TOK, OAe LUO BAi5ITH, KOAH 6e3UiHHHH 
AOCBiA AfOACbKOI AyAAKM, THC5IHOAiTHbOT iCTOpif MHCTeUTBO, 
KyAbTypn, KyAbTy, c£>iAOCOc|DiT, 3pei_uTOio AfOACbKoro Ayxy- BCboro 
Toro, mo CKAOAae nAOTb i cymicTb KyAbTypn, nepBicHe, icTnHHe 
if gctbo - BnKnHyTe ho CAAiTHnK cynacHHM TeaTpoAA ( 3 a Becb He 
nopynyc?], aAe Bxe b Hcuunx Kpaax - HaneBHo), Ae BiH xnBOTie 
y MopoKy 6anAyxocTi to HenoTpibHOCTi. Hn He e 3aohhhom 
no36aBnTn lOHe AHT5i-TeaTp cnpaBXHboT lukoah: c£>iAOCOc|DiT, 
nncbMeHCTBa, eTnKn to ecrreTHKn? 

AeKopauieio x aa?i uieT«LUKOAn CBo6oAn», ocKiAbKn iHLuoTHCBBH 
AA5i TeaTpy AiOACbKoro Ayxy He Ao6epei_u, y «napaAOKcax» 
CTOAn BeAme3Hi 6iAi CTeAn. «BoHn 5iba5iah 006010 po3i_uapoBaHi 
rpaHi aKorocb KpncTOAy, yAOMKn nipaMiAn, noMepexaHo’f 
cnMBOAOMn-nncbMeHaMn, moAAJi Hai_uoTno6yTOBoTcBiAOMOCTi 
BTpaTnAn ceHC, aAe KOAncb bLa6hbciah Haujy 3araAKOBy 
npnpoAy, i3 HeHane 3aAnTnAAn b 6ypi_uTnH «Bepi_uHnKaMn 
AnoKOAincncy», mo onixyiOTb CBoro nacy. Oahh i3 Hnx - Hane 
cnpaBXHin PacKOAbHnKOB, mo po3AyMye npo npnnnHn 3AonnHy 
to HOAiio ho BiAKynAeHH?!, a Apyrnn, nn paAme nepmnn - Hane 
cnpaBXHin AeHiH» 4 ... 

Tenep aaoxho Anme 3AoraAyBaTnc5i, KnM HacnpaBAi 6yAn 
3o6paxeHi AemeHKOM «BepmHnKn AnoKOAincncy», aAe mo 
aaoxho 6yAO CK030TH npo Hnx HaneBHo-BOHn 6yAn 6e3HaAinHO, 
6e3MexHO, 6e3MipHO n octotohho npoc5iKHyTi caMOTHicTio, 
51K coHueM npocBinye 6ypmTnH, s\k npoconeHnn Heio KOxeH 
P5iaok KLIMoboT n’ecn - 6e3AAexHOio, 5ik Mope, BeAnnHOio n 
TeHAiTHOio y CBo'fn He3axnmeHOCTi 6oxecTBeHHOio AioACbKoio 
caMOTHicTio. I, 3AOBaAOC5i, AnAeMn, 5iKi po3B’?i3yBaAn ui BiAAnTi 
b 3acTnrAin AaBi cohu5i AAyxi, 6yAn HeniABAaAHi AiOACbKin BOAi, 
ocKiAbKn ue 6yAn «napaAOKcn»: napaAOKcn AiOACbKoro Xnrr5i, 
napaAOKcn BiHHOCTi to TnMnacoBOCTi, napaAOKcn Kpacn, 
napaAOKcn CAAepTi - Heni3HaBaHi BpaxeHnAA CKiHneHHicTio 
AiOACbKnM HamnM po3yAAOM napaAOKcn 6oxecTBeHHoro b 
HecKiHneHHnx cbo'i'x MeTaMopc|D03ax no3aHacoBoro Byna. 
CxaAKn CBiTo6yAOBn, py'i'Hn BeAnxnx unBiAbauin, yAOMKn xpaAAy 
ho 3aABipKax nacy - o6pa3 BncTaBn - o6pa3 AnoKaAincncy, 
BnpaxeHnn y nAacTnui npocTopy, o6pa3, ho piBHi 5xoro 
BiA6yBaAac?i apTnKyA5iui5i HeBncAOBAeHoro, aAe 3a5iBAeHoro 
nepe3 TeKCT, MopcfcoAoriio to TKaHnHy rpn - boxko y5iBnTn 
BAOAimnn cueHiHHnn npocTip AA5i BncTaBn, npocTopoBO- 
nacoBnn KOHTnHyyM, 5iKnn 6yB no36aBAeHnn icTopn3My 
no6yTOBoT KOHKpeTHOCTi nacy to Micm n BnAnBaBC5i nepe3 CBiT 
AocToeBCbKoro 3i CAiAHoT Aa6opaTopif y no3anacc?i. OcKiAbKn 
npnpoAa po3CAiAyBaHH?i - np?iMyBaHH?i 3 a tohkokd HnTKOio He 
30BXAH niABAOAHOrO p03yM0Bi 3B’513Ky penen, npnHHH i HOCAiAKiB, 
CAiAyBaHH?i, mo 3Myi_uye 3aHypioBaTnc?i b TeMHi boah nacy, mo6 
3HOBy nponTn mA?ix, flKnn BeAe ao 3AonnHy, n ycBiAOMHTn Te, 
mo CTaAOca, - iHOAi noAi6Ha ao npnpoAn rpn, MeTOio jikoT c He 
nomyKn 3aohhhij,5], a ni3HOHH?i. 

OTxe, y «napaAOKCOX)> «irpoBa MamnHa» cueHorpac^if 
nepeTBopnAacji Ha MamnHy npoAyKyBaHH?i o6pa3iB i ceHciB. 
LUo X AO ClDyHKUiOHOAbHOCTi - ui BeAHHe3Hi CTeAn, 51 Ki AAOXHO 
6yAO nepeAAimyBOTn, noBepTOTn niA pbhhaah KyTaMn, 
AAOAeAioiOHn HOBnn npocTip - iAe5i KOHCTpyKTopa, 5iKa ni3Hime 
6yAe po3ropHyTa n ymeHa TpoiUbKnAA i AemeHKOM y npoeKTi 
«...ceMb AHefi c Mamotom...)), HapoAHAac5i caMe b 
«napaAOKcax». Yaomkh xpaMy 3 HaniBnpo3opnMn 
6apeAbcc|DaMn to ocBiTAK)BaAnc5i 3cepeAnHn both5imh, 
nepeTBopiofonncb Ha BeAnne3Hi HinHi BiKHa, to Bpi3aAnc5i 

4 neipyxMHa K. nokiCK nepHOM kolukm b TeMHOM KOMHaie. - ApxiB U,CM 
«AAX». 


in the temple created by Leschenko, dramatic worship takes 
the shape of an investigation that grows out of a criminal fact¬ 
finding experiment, launched on the ruins of a culture, in search 
of truth, beauty, meaning... It is the search for fhe Theafre in 
its primeval nature. Does this remind you of a pilgrimage along 
the endless valleys of a landfill of some ancient civilization? 
Unfortunately, yes, but what can one do when the invaluable 
experience of human thought, of fhe millennial hisfory of arts, 
culture, cults, philosophy, and human spirit - all the elements 
that form the flesh and essence of culture, the primeval and 
true essence of its nature - all this invaluable experience of 
humankind has been thrown out into the historical dump by 
modern theatre (I can’t speak for all of it, but for ours only). 
It is there now, rotting in the darkness of indifference and 
uselessness. Is it a crime - to rob a baby Theatre of its genuine 
school: philosophy, literature, ethics, and aesthetics? «Yes, it 
is a crime», decided the DAKH planet and went to walk the 
sacred path of finding its primary sources. 

Huge white walls became the decoration for fhis «school of 
freedom)), for no ofher name can be given fo the theatre of 
human spirit. They represented the ((disintegrated sides of a 
Crystal, ruins of a pyramid covered with written symbols that 
have long since lost any meaning to us but that once reflected 
our mysterious nature, along with amber-frozen ((horsemen of 
the Apocalypse.)) One of them looks exactly like Raskolnikov 
who is meditating on the reasons for his crime and on fhe hope 
for redemption, while the second - or rather, the first - looks 
exactly like Lenin...)) 4 

Today, we can only guess who Leschenko meant as the 
((horsemen of the Apocalypse.)) One thing can be said for sure: 
they were hopelessly, infinitely, ultimately lonely; just as amber 
is soaked with sun, so too is every line of KLIM’s play soaked 
with divine human loneliness, limitless like the sea and delicate 
in its vulnerability. It seems as though the dilemmas that these 
men, frozen in the sun’s lava, were focused on, could not be 
resolved by the human will, for these were the Paradoxes: 
Paradoxes of Human Life, Paradoxes of Eternity and Timeline, 
Paradoxes of Beauty, Paradoxes of Deafh - paradoxes of the 
divine in the limitless metamorphoses of the out-of-time Being 
unknown by the limited human mind. 

Remnants of creation, ruins of great civilizations, remains of the 
temple in the backyard of time - the image of the play - is the 
image of fhe Apocalypse expressed in fhe plasticity of space, 
the image on which level the unexpressed gets articulated 
through text, morphology and the fabric of play. It is hard to 
imagine a better scenic space for a play, whose space and 
time continuum was robbed of all historism by the specific 
nafure of fime and place and which poured out through 
Dostoyevsky’s world from the investigation lab into the ((time of 
IT)) of fhe theatre . For the nature of investigation is the pursuit 
of a thin thread that - not always understandably - connects 
things, reasons, and consequences; this pursuit submerges us in 
the dark waters of time, forcing us to retread the path that had 
led to this crime and to realize what occurred. Sometimes it is 
like a performance, a game whose goal is nof fo track down a 
criminal, but to find knowledge. 

So, in the Paradoxes, the «play machine)) of the scenography 
turned into an image- and meaning-producing machine. In 
terms of functionality, it was found in large stelae that could 
be moved round, turned upside down in order to model new 
space - like a construction kit that would later be developed 
in a much grander way and implemented by Troitskyi and 

4 Petrukhina K. Search for a Black Cat in a Dark Room. - Archive of DAKH. 
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b npocrip cuem/i, HeMOBbn KiAb KopaSAfl, to CAyryBOAM 

BeAMHe3HMAAM TeaTpaAbHMMM LUMpMOMM, TO, nOBepHyBLUMCb 
TOpueM, nepeTBOpfOBOAMC51 HO CKAflHi ABepi ((XOTMHKM CMepTi)), 
mo BkinycKOAO 3 ce6e b HaniBMopoK cueHM pyxAMBi toaobm 
MepTBMX CTapi/IX. 

CAiA CK030TM, LUO BMp03H0 AK)60B TpOlUbKOrO TO AemeHKO AO 
BCiASIKl/IX 3Hap?lAb, CTpaxiTAMBMX A5IAbOK i MOHeKeHiB piAHMAO IX i3 
noeTMKOKDTeaTpyT. KaHTopa. npoTe, ue He 6yAO HacAiAyBOHH?iM 
a6o BkinaAKOBicTio. B xnni Iropji AemeHKa, fikmm ctob blaommm 
51 k cueHorpacU, mo ctbopmb irpoBnn npocTip aafi aBOHrapAHnx 
bmctob OAera AinunHa («TeaTpaAbHnn KAy6»), Bagamcaobo 
TpoiUbKoro («AAX») i BiAAi BepHrapTa (THEATERMERZ, m. fpau, 
ABCTpia), KpiAA AAMCTeUbKMX OKLljM, CUeHNHOrO AM30MHy TO 
xnBonncy 6yAa me oaho, MeHiii 3hoho CTopiHKa. cpaxiBeub y 
raAy3i iAeHTkiclDiKauii'ocoSM, BiH 3 1987 poxy cepno3HO 3anMaBC5i 
KpMAAiHOAiCTMKOKD TO CniBpo6iTHMHOB i3 npOBOOXOpOHHMMM 
OpraHOMM. AemeHKO Mir 3a KiCT5IKOM bLaHOBMTM npMXMTTGBMM 
BMTA5IA AfOAMHM, 30 C|DOTOrpac|DieiO AMTMHM BLATBOpHTM 06p03 
AOpOCAOrO, HOMOAfOBOTM nopTpeT 3AOHMHU5I 3i CAiB CBiAKO. 
XyAOXHMK-KpMMiHOAiCT, CniBpo6iTHMK iHTepnOAy, BiH 3HOB 
npnpoAy 3AOHMHy He 3 khmxok. «CopoK nepBbiM (Aoaohhmk))7, 
XapoH, HkiipyKM npoBOAMAM nAOTb y He6yTT5i m noBepTOAM 6yTTio 
npaBAy npo Tf 3arn6eAb, AemeHKO 51 k HixTO iHLunn 3hob cniAHin 
6iK 6yTT5l, npMXOBOHMM 30 ABepMMO CAiAHMX Ka6iHeTiB, KOMep 
TpynapeHb, noAOT ncMxiaTpnHHnx AiKapeHb. Mopc|DOAori5i CMepTi 
6yAO HOCTMHOKD MOrO XMTT5I. XMTT5I, B flKOMy APOMOTMHHMM TeOTp 
icHyBOB nop?iA i3 ohotomnhmm. rpac|DiKa AemeHKa, Bpaxafonn 
BipTy03HiCTKD TO BMTOHHeHiCTfO TeXHiKM, 3MyLUyC 3ApnraTklC5l. 
HeAOSpi AeMOHiHHi iCTOTM, mo CBiT5ITbC5l MepTBOTHMM 
C|DOCC|DOpMHHMM CBiTAOM, CTOpi 3 AOBTMMM nOAbUFIMM, MyTOHTM- 
OHAporiHM... Ue BceoxonHe uapcTBO TBapnHHoro MopoKy 
HOCTiAbKkl BCeOC5IXHe M pi3H06iHHe, mo ipOHifl, 51KO He3MiHHO 
cyciAMTb y Bcix po6oTax AemeHKa, 3AaeTbC5i ocTOHHboio 
po3naHAMBOK) cnpo6oio no6opoTM nonyrra xaxy nepeA 

CyTiHKOMM AlOACbKOI CBiAOMOCTi TO CMepTi. HOBiTb y piAKiCHMX, 
TpOXM AMTMHHMX, OC5I5IHMX TMXMM CMyTKOM, 06p030X MOrO CB5ITMX 
BiAHyBOCTbC51 XBOpo6AMBO KpMXKiCTb XMTT5I. OaHOK nOXMypa 
ipOHi5l UMX po6iT, mo BMBiAbmiOTb H030BHi COHM nopOAXeHMX 
XaxiTb, BiASklBOAO mocb p03AMTe B nOBiTpi, B COMOMy naci. Ayx, 
CBiTAO, Bxe He po3AMTe y CBiTi, He 3anoBHioe apKyma. CBiTAO 
- ue TOHKMM npOMiHHMK, yKOA, LUO npOXpOMAfOC nOKpMBOAO 
niTbMM. kl y ubOMy CBiTi TeMp5iBM Bxe boxambo He c|DopMa, a 
BHyTpimH5i cyTHicTb peni. CyTHicTb cBiTkiTbC5i. 

AemeHKO ctbopiobob cboio rpac|DiKy KiHHMKOM toakm, 
npOBOA5IHM HO HOpHOMy TAi HOMTOHmi HMTOHKM-npOMiHUi. HOBiTb 
HOMnOXMypimi 3 MOrO o6pa3iB BMCBiTMAMC5l 3i CBiTAO. y HbOMy 
COMOMy 6yAO 5IKOCb HeMMOBipHO AMTMHHiCTb i CMAO, 5IKO AOBOAO 
MOMy 3Mory cto5itm nepeA AkiueMToro, mo 3BOAMTb AiOACbKi Aymi 
b mopok 6e3BkixoAi. 3araAOM, ((flopoAOKCbi npecrynAenm...)) 
6yAM He npOCTOKD i He BMnaAKOBOK) CTOpiHKOK) B XMTTi IXHix 
TBopuiB. Bmctobo, 6iAbmy nacTMHy 5ikoT rA5iAani peroTOAM ax ao 
KOAbOK, yBiSpaAO «COKM» niA3eMHMX piHMm AKDACbKOrO 6yTT5l, 
51 Ki 3BMHOMHO 30AMm0K)TbC51 npMXOBOHMMM BiA npOC|DaHHMX 
nOrA5IAiB HenOCB5IHeHMX. MorO poSOTOM npMTOMOHHO MOMXe 
CKOMopoma, o6epiyTCbKa rpa 3i CMepTio. 

niABOA5IHM pi/ICKy niA p03AyM0MM npo «napaAOKCbl» t 
XOTiAOC5l 6 CK030TM me npo OCO6AMBO TOHKMM 3B’5I30K Mix 

ixHboio cueHorpac|Dieio to ApaMOTypricio. U5i oco6ambo 
HyTAMBiCTb MMTU5I AO nepBiCHOrO 30AyMy-CeHCy, AO npMpOAM 
ApaMOTMHHOrO TeKCTy, HOCTiAbKM X nOTyXHO, XOHO M TpOXM 
B iHLUOMy nAOHi, BM5IBMTbC5l B HOCTynHiM poSOTi AemeHKO - y 
npoeKTi «...ceMb AHefi c Mamotom...». 

CueHorpac|Di5i uboro HeMMOBipHoro eKcnepMMeHTy cueHiHHoro 
BTiAeHH5l pOMOHHOrO npOCTOpy AOCTOCBCbKOrO B UMKAi 
MOHOBMCTOB 30 n’CCOMM KLIMo «8 3 HMCAO 7 «...ceMb AHefi c 


5 CopoK nepBbiM (Aoaohhmk): Am30mh, rpac|DMKa, Teaip (nepcoHOAbHa 
bmctcibkq I. AemeHKa. U,CM «AAX». - KmTb, 2002). 


Leschenko in their.Seven Days with the Idiot.project. 
But the birth of this idea took place in Paradoxes. The ruins of 
a temple with semitransparent reliefs were at times illuminated 
with fire from the inside, turning into huge night windows. At 
other times, these ruins bit into the stage like a ship keel, or 
served as grand theatrical screens, or were turned back and 
made to look like the glass doors of a «death hut» that released 
the running heads of dead old women into the semidarkness 
of the stage. The obvious love of Troitskyi and Leschenko for all 
kinds of weapons, scary dolls and dummies brought them into 
the plane of T. Kantor’s theatre . This was neither imitation nor 
accident. Igor Leschenko gained fame as a scenic artist for 
the avant-garde plays of Oleg Liptsin (Theatre Club), Vladyslav 
Troitskyi (DAKH) and V. Bernhard (THEATERMERZ, Graz, Austria). 
But beyond his artistic actions, scenic design and painting, exists 
a less well-known side. A specialist in personal identification, 
Leschenko has been seriously involved in forensics since 1987 
and has cooperated with law enforcement. Leschenko can 
restore the appearance of a man by his bone tissue, develop 
the image of an adult based on a childhood picture, and 
draw a portrait of a wanted criminal according to a witness’s 
description. A criminalist artist and Interpol worker, he knew 
the nature of crimes from more than books. Like «The Forty-First 
(Boatman)» 5 , Charon, whose hands eased people’s flesh into 
the land of no return and who returned the truth of its death to 
the living, Leschenko knew better than any other the opposite 
side of life, hidden behind the doors of investigation rooms, 
morgue chambers, and sanatoriums. The morphology of death 
was part of his life - a life, in which dramatic theatre existed next 
to anatomical theatre . Leschenko’s graphics impress us with 
their skill, the fine line of techniques, but they make us shudder. 
The unkind demonic beings with deathly shining phosphoric light, 
the old men with long fingers, the mutant androgens... This all- 
consuming kingdom of animal darkness is so encompassing and 
multifaceted, that the irony always found in Leschenko’s works 
sounds like a last desperate attempt to overcome one’s terror 
before the twilight of human consciousness and death. Even in 
those rare images of his saints that look more childlike and that 
shine with quiet sadness, one can feel the unhealthy delicacy of 
life. Meanwhile, this dark irony released the creations of night’s 
terrors and reflected something that was in the air at the time. 
Leschenko’s graphic works, according to KLIM’s ((Rembrandt 
per Conta)), show the Spirit. Its light is not poured into the world; 
it does not fill the paper. This light is a narrow ray, a shot that 
cuts through the covers of the darkness. And in this world of 
darkness, form is no longer important, but the inner essence is. In 
the modern world, essence shines. 

Leschenko created his graphic art with a needle, making 
extremely narrow thread-rays against a black background. 
Even the darkest of his images are made of light. He himself 
must have had some unlikely childlike power that allowed him 
to stand before that, which brings human souls down into the 
utter hell of desolation. In general, Paradoxes of Crime was 
not a simple or accidental page in the lives of their creators. 
This play, during which the audience burst their sides laughing, 
absorbed the ((juices)) of the underground rivers of the human 
being, which normally remain hidden from the profane eyes of 
outsiders. Inherent to his work is an almost buffoonish, OBERIU- 
like play with death. 

Summing up my thoughts on Paradoxes, I would like to 
mention one particularly fine thread that connects the play’s 
scenography and drama. It is the special sensitivity of the 

5 The Forty-First (Boatman): Design, Graphic, Theatre - personal exhibition of 
I. Leschenko (DAKH, Kyiv, 2002). 
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Mahotom...» hah HecymecTByiomHe rAOBbi pomoho 
<P. AOCTOeBCKOrO «\AaHOT» N\ OXAMBO, CTaAa HOMbiAbLU BAOAOfO 
po6oTOfo TpoiUbKoro to AemeHKa. PeBOAfouiMHOfo 6yAa n 
como iAea cueHorpac|DN 51 k KOHCTpyKTopa-TpaHcc|DopMepa, 
LUO Aae 3AAOry CTBOpfOBOTM B KOXHikl BklCTOBi HOBMM nAOCTMHHMM 
06p03, MOA6AKDfOHM npOCTip 3 TMX COMMX 6030BMX eAeMeHTiB, 
i MMCTeubKe BTiAeHHfl uie'f \Ae\ b KOHKpemoAAy KOMepHOMy 
npodopi Teaipy «AAX». 

Uen AM3aMHepcbKMM npoeKT yAAOXAMBMB CTBopeHm TeaTpy 
HadiAbKM x BkiLuyKaHoro n caMo6yTHboro, HacKiAbKn 
caMo6yTHbOfo 6yAa noKAaAeHa b noro ocHOBy ApaMaiyprm. 
Uboro pa3y TpoiUbKOMy to AemeHKy (ocKiAbKn cueHorpac|Di5i 
«...ceMH AHen...)) HapoAxyBaAacFi 3a TicHoT cniBnpaui 
XyAOXHMKO TO peXMCepa) BAOAOC5I CTBOpMTM AMBOBMXHe 

cepeAOBkime, npo3opa hmctoto AKoro aoao 3 Mory HapoAMTncfl 
HeSaneHOMy obujnpoBi o6pa3iB i ceHciB. 

B iHTepB’tO, npMCB51HeHOAAy ((lleHOAbHOMy CneKTOKAKD)), 
TpoTubKMM a6cOAKDTHO cnpaBeAAMBO 3a3HOHac, LUO TOKO 
AeKopaum «noBepiae Teaip ao noro BMTOKiB. Boho npnHunnoBO 
He saxMLuac n He npnKpnBae aKTopa, a «oroAfoe» noro. Boho 
CTOBHT b aKTopa Ta nybAixy nepeA cUoktom 3ycipiHi ixHix OHen 
i cepAeub, 3BepTafOHncb ao CBiAOMOdi nybAikn, no36aBA5iK)Hn 
CnpMMH5ITT5l no6yTOBOI KOHKpeTHOCTi TO CnpAMOBOHOCTi 
acouiauin. Boho BMMarac bla nybAkn AAyxHOdi nepeA hm3kokd 
C nOHTOHHMX aCOUiauin, OCKiAbKkl 3BepTaeTbC5i 6e3nOCepeAHbO 
AO iHAMBiAyaAbHOrO AOCBiAy TO BAOCHOrO OCOUiOTMBHOrO nOTOKy 
CBiAOMOdi, TO 6 TO po6klTb TAflAOHa CniBOBTOpOM BMCTOBM, 51 Ky 
BiH AMBMTbCfl)) 6 . 

AeKopaui^i «...ceMH AHen c IAahotom...)) 6yAa caMe tokokd. 
Boho Bxe He 6yAa CBoro poAy o6po3ho-cmmcaobokd 
KB iHTeceHuiefo bmctobm, nAOCTMHHMM BTiAeHH5iM ceHcy-iAef, 51 K 
ue 6yAO B «flopOAOKCOX». 

np030pa HMCTOTO CTBOpeHOrO KOHCTpyKTOpO AOBOAO 3MOry 
HapOAXyBOTMC51 3 MariHHOT, pMTyOAbHOT nopOXHeni npOCTOpOBi 
30BciM iHLuoro TeaTpy - TeaTpy, b 5iKOMy caobo HapoAxydbca 
m racHyTb y TeMpsiBi, 3anaAfOK)HM b naM’jiTi 3arpaBy o6pa3iB, 
nonyTTiB, cnoraAiB; TeaTpy, b 5iKOMy MOTepiaAbHMM o6pa3 He 
nepepMBac, a nponycKae nepe3 ce6e KiHeMOTorpac|DiHHMM 

nOTiK KOpTMH. U,i KOpTMHM, 3iTKOHi 3 BMAiHb, CB5imeHHMX TeKCTiB, 
CKOAOK CHiB, HeBMAMMMX Tenikl XMTT51 - TeOTp 06p03iB, MiHAMBMX 
CeHCiB, OC5151Hb, TeOTp nOM’51Ti, LUO XMBe B TAMSmHOX HOLUOrO 
CCTBO, MOXAMBMM AMLUe B npOCTOpi, H03B0H0My IliTepOM 
BpyxoM «nopoxHiM». npoTe AemeHKO b cTani «CueHiHHMM 
npOCTip 51K AM30MHepCbKMM npoeKT» 303H0Hae, LUO nopOXHiM 
cueHiHHMM npocTip Mac 6yTM He y BMrA5iAi nopoxHboi kopo6km, 

a iHAMBiAyOAbHO, BMXOA?IHM 3 CfcyHKLjjM)) - ((iHOKLUe COMO 
nopOXH51 KOpo6KO CTOHe AeKOpOTMBHOfO, OCKiAbKM B AM30MHi M 
apxiTeKTypi nopoxHeni He MeHi_u iHc|DopMaTMBHi, Hix 30BHii_uHi 
C|DOpMM» 7 . 

AH3aMH-apxiTeKTypa «...ceMH AHen c Mahotoaa...» 6yAa 
iAeaAbHMM BTiAeHH51M U,icT KOHUenujT: 3iTKOHMM 3i CKAO, BOAM, 
BOrHfO, pMTMiHHOrO HepryBOHH51 CBiTAa TO TiHeM UeM PMTMBOBOHMM 
npocTip CBiTAOXMBonMcy, npocTip, y ?iKOMy KpanAi, naAOfOHM 3i 
CTeAi, p03X0A?lTbC51 KOAOMM HO BOAi, BMMOAbOByfOHM HO CTiHOX 
CBiTA51Hi Bi3epyHKM, npocTip, y TMLUi 51KOrO KOXHe CK030He 
CAOBO HOSyBOC iCHyBOHH51 TO MOTepiOAbHOdi o6pa3y, - uen 
HeMMOBipHMM, He no6yTOBMM i BOAHOHOC aScOAfOTHO KOHKpeTHMM 
y cboim nyTTCBiM MOTepiOAbHOdi cueHiHHMM npocTip aob 
MOXAMBicTb po3iMKHyTM KOMepHy cueHy «AAXy», ctbopmblum 
uiAKOM oco6AMBy xMBopoAHy nopoxHeny. nopoxHeny, 
np0HM30Hy TpeMTAMBMMM nOTOKOMM TMLUi M CBiTAO, nOpOXHeHy, 
B 51Kikl HOSyBOfOTb CBOrO nepBiCHOrO 3HaneHH51 CBiTAO i TiHb, B 
51KiM BMHMKOC OCOSAMBe CniBBiAHOLLieHH51 Mix AfOAMHOfO TO 


6 TpoMi_i,KMM B. AodoeBCKkiM. TaMHbiM xoa bo BpeMeHM. - K., 2002. - 3 apxiBy 
OBTOpa. 

7 AemeHKO M. CueHHnecKoe npocipoHCTBO kok AM 3 aMHepcKkiM npoeKT. - 
ApxiB LLCM «AAX». 


artist to the primeval idea and meaning, to the nature of the 
dramatic text. This sensitivity appears just as forcefully, though in 
a somewhat different quality, in Leschenko’s next work - the 
.Seven Days with the Idiot...»...» project. 

The scenography for «...Seven Days with the Idiot...» is 
an unbelievable experience of scenic transformation of 
Dostoyevsky’s novel space in a cycle of monoplays by KLIM’s 
«8 out of 7 .......Seven Days with the Idiot...» or the Nonexistent 

Chapters of the Idiot Novel.» It is probably the most surprising 
work of Troitskyi and Leschenko. The very idea of scenography 
as a transformer kit was marvelous for it allowed for fhe creation 
of a new plastic image in every play, modeling the space off 
the same basic elements, as well as the artistic implementation 
of this idea in the specific chamber space of the DAKH theatre 

This improbable design project created a theatre as refined 
and unique as its foundational dramaturgy was unique and 
unlikely. 

This time, Troitskyi and Leschenko (for fhe scenography of «... 
Seven Days with the Idiot...» was born in close cooperation 
between the artist and the director) managed to create a 
wonderful space of design environment, whose transparent 
purity gave birth to the invisible space of images and 
meanings. 

In an interview devoted to his «Sad Play», Troitskyi justly noted 
that this decoration «returned the theatre to its sources. It does 
not protect or cover the actor in principle; it «uncovers» him. It 
places the actor and the public in front of the fact of meeting 
their eyes and hearts. It turns to the public consciousness, 
strips it of embracing specific details and direct associations. It 
demands that the public be bold in the face of spontaneously 
emerging associations, since it turns directly to the individual 
experience and their own associative flow of consciousness, 
thus making the audience a co-author of the play they are 
watching.» 6 

The set decoration of «...Seven Days with the Idiot...)) was 
precisely like this. It was neither an imagery quintessence of the 
play nor a plastic implementation of fhe main idea, as was the 
case in Paradoxes. 

The transparent purity of fhe designer kit was able to bear 
a different theatre out of the magic and ritual emptiness of 
space. This was a theatre whose words are born and disappear 
in the darkness, enflaming the images, feelings, and memories; 
a fheatre whose material appearances do not stop but rather 
pass through a cinematographic flow of pictures. These pictures, 
woven of visions, sacred texts, fragments of dreams, and invisible 
flows of life create a theatre of images, of slippery meanings, 
of illuminations. They create a theatre of memory, which dwells 
in the depths of our being, possible only in thaf space that Peter 
Brook called «empty.)) However, in his article «Scenic Space as 
a Design Project,)) Leschenko notes that scenic space should 
not be empty like an empty box, but individually, depending 
on its functions, «otherwise, the empty box itself will become a 
decoration, for in design and archifecture, empty spaces are 
no less informative than outside forms)) 7 . 

The architectural design of «...Seven Days wifh the Idiot...)) 
was an ideal implementation of this concept: woven of glass, 
water, fire, and rhyfhmic alternations of lighf and shadows, fhis 
rhyfhmic space of light-painting, where drops fell off the ceiling 
and made circles in the water, where light painted patterns on 

6 Troitsky V. Dostoyevsky. Mysterious Move in Time. - K. 2002. - From the 
author’s archive. 

7 Leschenko I. Scenic Space as Designer Project. - Archive of “DAKH.” 


31 




npeAMeTOM, xecTOM i caobom. ripociip «...ceMM ah&h. . .» — ue 
npocTip, mo pe30Hye i3 BHyipiujHbOKD nopoxHMHOfo CBiAOMOCTi, 
3 oco6ambmm ctohoaa HOAnpoBiAHOdi o6pa3iB i ceHciB. Ue 
HeMAAOBipHO TOHHO BrOAOHMM «nAOCTMHHMM dHCIAOr» ApOMOTypriT 
KLIMa, mo noTpebyc ocobAMBoro niAXOAy, oco6amboT rpn n 
OCO6AMBOI CBiAOMOCTi-MkICAeHHJI. 

BiAklM Ka 6 iHeT, nAOTC|DOpMM TO Aeixi KOHCTpyKUM 3 HOpHOrO 
AepeBa, mo AexaTb ho HopHiM boaI cnnyni MaTepiaAM, mo 3 
BkirAflAy HaraAyfOTb po3CMnn CHiry, MOAeHbKi MOKeTM noKMHyTnx 
XOTMH, CiAbCbKklX AepeB’51HMX UepKOB, - 06p03M uiCI CUeHNHOT 
apxiieKTypM cnoAynafOTb boahohoc cfcopAAy eKdep’epy n 
iHTep’epy. CTBopfOfOHM y3aroAbHeHMM cnoci 6 am, MOAeAb 
BcecBiiy, bohm b apxiieKTOHiui cbo'im nparHyTb ao npo3opnx 
He30AAKHeHMX C|DOpM CXiAHO'l OpxiTeKTypM, AO HMCTOTM M 
BiACTOpOHeHOCTi Ayxy 6yAAM3My. y UMX nAOTCUopAAOX AAOXHO 
no 6 aHMTkl M o6pa3 KMTOMCbKOT AepeB’^HOI CLieHM 3 HOTI/ipMO 
CTOBnOAAM y KyTKOX - CMAABOA 3eMAi («neHOAbHblM CneKTOKAb», 
((lloALUMM AHreA»), i TpaAMuifo AnoHCbKoro Teaipy «Ho», bmctobm 
5iKoro nepBicHO rpaAM ho nAaTcUopMax cepeA 3aAMToro 
boaokd pncoBoro noA5i, a ni3Hii_ue 6 yAM nepeHeceHi BcepeAMHy 
xpaMy, m AOAexi BiAryKM reoMeTpMHHMx, pmtmnhmx mothbIb 
GBpOneMCbKOrO KOHCTpyKTMBBAAy. PMTyaAbHMM KiH, TeaTp y 
XpaMi M BOAHOHOC - CyHOCHe AM30MHepCbKe OC|DOpMAeHH?l 
cepeAOBkima - cueHiHHMM npodip, y 5iKOMy iHOAi Te, 5ik noAae 
CBiTAO, MOXe 03H0H0TM 6 iAbLUe Hix CAOBO HM XeCT OKTOpO. 
Fkofocb AAipofo cueHorpac|Di5i KOXHO’f BMCTOBM BiA 6 MBOAO He 
AMLue o6pa3 CBiTo 6 yAOBM, a m BHyipiLUHiM npodip nepcoHaxa: 
XOAOAHMM nOAMCK BeAMHe3HMX LUM60K-A3epKaA, TOpAAOHm 
CMMeTpil TO HMCTOTM [((fle^OAbHbM ClieKTOKAb)}) , TeMHO BOAO 
to xpecTonoAi 6 He LuaTpo b ((naALueAA AHreAe», noTOHyAa b 
CHirax xotmho i AepeB’?iHa uepKBa, xaoc noBOAeHMx CTOBniB- 
oceM («Mamot»), 6e3MexHi po3CMnM CHiry-coAi, HeHane aho 
BMCOXAOrO AAOpfl CAi3, nipC i p03ipB0Hi KAOAKM-AAOCTM, HOA 
51KMAAM nOCTOTb AfOAMHM 3AOdbdl HeCniBMipHO 6 iAbLUOfO TO 
COAAOTHbOfO («BeC-COH-HMU,U,a») , nOAyM’fl i AAiCT HOA 6e30AHef0 
(«ToAKOBareAb AnoKOAMncMca»). 

06pa3M, CTBOpeHi AemeHKOM i Tpo'lUbKMAA, 6 yAM tok COMO 
Hecxoxi AAix co 6 ofo, jik Hecxoxi OAHe ho OAHoro repoi- 
OHTOrOHiCTM KLIMa AOCTOCBCbKOrO, TO boahohoc, 51 k camhmm 
POMOHHMM npodip oS’CAHyBOB y uiAiCTb n’CCM UMKAy «8 M3 
HMCAO 7», TOK BAOLUTOBOHe 30 OAHMAA AM30MHepCbKMAA 30K0H0AA 
cepeAOBMme 06 ’eAHyBaAO y uiAiCTb cueHorpac|DiHHe BTiAeHH5i 
pi3HMX BMCTOB. 

OKpeMi CKAOAOBi KOHCTpyKTOpO 6yAM BMKOpMCTOHi Tpo'fUbKMM i 
AA51 CTBOpeHH51 CU,eHOrpOC|DM BMCTOB, 51 Ki He BXOAMAM AO UMKAy 
«...ceMbAHe\A c Mamotom...)) («XeHMTb6a», «LLlKOA5ipcbKi 3 o6obm», 
«KopOAb Aip» TOUJ.O). OCKiAbKM rOAOBHOfO OCOSAMBiCTfO COAAMX 
KOHCTpyKUiM C HeMTpOAbHiCTb i cUyHKUiOHOAbHiCTb, nOCAHOHH51 
IX i3 peHOAAM iHUJMX ClDOKTyp i CTMAiB yAAOXAMBAIOBOAO He AMUJe 
AAOAeAfOBOHH5i o6coaiotho pi3Horo npocTopy (3 norA5iAy 
apxiTeKTOHiKM), a M CTBOpeHH5l uiAKOBMTO pi3HOrO CepeAOBMLUO, 
OCKiAbKM nop5IA i3 np030p0KD HeMTpOAbHiCTIO KOHCTpyKTOpO 
KOXHO pin (HanpMKAOA, AOAAOTKOHMM KMAMAA («XeHMTb6d »), 
AAOCKM TO rinCOBi AAOAeAi («KopOAb Aip» TOmo) HOSyBOIOTb 
0 C 06 aMB 0 T 5ICKpaBOCTi, OnyKAOCTi, CMAM 3ByHOHH5l. y ((...CeAAM 
AH fIX C IAaHOTOAA...)) BMTpMMyBOBC5l iHIJJMM npMHUMn, OCKiAbKM 
TyT rOAOBHy pOAb BiAirpaBOAM HOHOAO TO CTMXFl (BOAO, BOrOHb, 
CBiTAO, iAAiTaum CHiry-coAi). 

lAe5l TO C|DOpMa CTBOpeHOrO KOHCTpyKTOpO 6yAO HOCTiAbKM 
noTyxHOio, mo aoao TpofubKOAAy 3AAory caMOdiMHO 
AAOAeAfOBOTM npOCTip HOCTynHMX BMCTOB UMKAy HOBiTb niCA5l 
panTOBOi TpariHHOi CAAepTi Iropa, ?ikmm noAAep b Abctpii 
BAiTKy 2006 poKy. Boxko nepeouiHMTM poAb lrop5i AemeHKa 
b idopii TeaTpy «AAX», i boxko nepe6iAbmMTM 3HaneHH5i 
BTpOTM, 51 KOI 303H0B TeOTp BHOCAiAOK MOrO panTOBOi 30TM6eAi. 
TxHC CniBpoSiTHMUTBO 3 TpOlUbKMAA 6yAO TOKD piAKiCHOK) 
C|DOpAAOIO CniBTBOpHOCTi XyAOXHMKO TO peXMCepa, KOAM 


the wall, where every word acquires being and matter in the 
silence of the stage - this unbelievable, not at all domestic but 
at the same time absolutely specific in its matter, scenic space 
unlocked the chamber stage of DAKH. It created a life-bearing 
emptiness -- an emptiness pierced by the flows of silence and 
lighf, where lighf and darkness gain their primeval meaning, 
where special relationships emerge between man and object, 
between gesture and word, the emptiness of space in fhe theatre 
of interjections. The space of «...Seven Days with the Idiot...» is 
one that resonates with the inner emptiness of consciousness, 
with the special state of superconductivity of images and 
meanings. It is the accurately guessed «plastic analogue)) of 
KLIM’s dramaturgy that requires a special approach, a special 
play, and special consciousness thinking. 

A white office, platforms and lighf constructions of black wood 
lying on dark waters, granular materials that look like snow, small 
models of the left-behind huts and wooden village churches - 
the images of this scenic architecture combine the forms of 
exterior and interior. In creating a generalized image of fhe 
action, a model of the Universe, they strive for transparenf and 
unlocked forms of orienfal architecture in their architectonics, 
for the purity and aloofness of spirit in Buddhism. One may 
see a Chinese wooden wall with four pillars in corners on a 
platform - fhe symbol of the Earth («Sad Play)>,«Fallen Angel))), 
and traditional Japanese «Noh)> theatre that used to play on 
platforms erected among the water-sunken rice field and which 
was later moved inside the temple, as well as far-away echoes 
of geometric, rhythmic spaces of European constructivism. The 
ritual platforms, the theatre in a temple, but at the same time - 
a modern, designer-built environment - this is the scenic space 
where falling light may sometimes mean more than a word or 
an actor’s gesture. 

To some degree, the scenography of each play reflected 
not only the image of Creation, but also the inner space of 
each character: the cold brilliance of huge mirror glasses, the 
harmony of symmetry and purity («Sad Play))), the dark waters 
and the cross-like dome in the ((Fallen Angel)), a hut sunk in the 
snows and a wooden church, the chaos of fallen pillars (((...Seven 
Days with the Idiot...))), the endless scattering of «snow» salt as 
if on the bottom of a dried-up sea of tears, a wharf and the 
torn bridges over which the human figure seems incomparably 
big and lonely (((Insomnia))), flame and a bridge over the abyss 
(«The Interpreter of the Apocalypse))). 

Images created by Leschenko and Troitskyi were as different as 
the antagonist heroes of KLIM and Dostoevsky, but the single 
novel space united the pieces of the «8 out of 7)) cycle. And, 
following the same rules, the design environment unified the 
whole scenographic solution of different plays. 

Troitskyi used his construction kit and its elements to create the 
scenography of plays that were not part of the ((...Seven Days 
with the Idiot...)) cycle (((Marriage)), ((School Fun)), ((King Lean) and 
others). The main quality of these constructions was neutrality 
and functionality. Along with their blending with things of other 
textures and styles, they allowed him not just to model absolutely 
different spaces (from the viewpoint of architectonics), but 
also to create a radically different environment. Next to the 
transparent neutrality of the construction kit, each thing (for 
instance, the homespun carpet (((Marriage))), masks and plaster 
models (((King Lean), etc.) acquires its special brightness, flare, 
and the force of sound. In the ((...Seven Days with the Idiot...)) a 
different principle was observed, since the primeval elements 
played the main role here (water, fire, light, imitation of snow- 
salt). 
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B3aeMopo3yMiHm to B3acMOAonoBHfOBCiHicTb moxhci 
ynoAi6HMTM ao «MMCTeubKoro CMM6io3y». Hk pexMcep noBi/meH 
P03HMH5ITMC5I B CIKTOpi, TOK TeQTpQAbHMM XyAOXHMK AemeHKO 
P03HMH5IBC5I B peXMCepi. AhBHMM pe30H0HC, LUO BMHMK Mix 
ABOMa HaCTiAbKM HenOAibHMMM 0C06MCT0CT5IMM, AOB Tm 3AAOry 
CTBOpMTM HeMMOBipHMM TeCITp, 5IKMM MOXHO 6yAO 6 H03B0TM 
((TeaipOM CUeHiHHOrO AM3CIMHy». 

nicA?i 3ari/i6eAi AemeHKa ckuyauifo «AAXy» Bp?uyBaAO AMLue 
Te, mo TpoTubKMM bIa caMoro noHOTKy 6paB aKTMBHy ynacTb y 
CTBopeHHi cueHorpacfoiT cbo'ix bmctob. 3Ao6yia hum ocbIto 
(He AMLue b ri/ITMCi, OKTopcbKO-pexMcepcbKii/i lukoaI «AAXy», 
BiA BoAOAMMkipa OrAo6AiHa 8 , a m Hayxa CTBopeHm koctkomo, 
nepeMH?iTa BiA KLIMa, 3hohh5i, OAepxaHe y cniBnpaui 3 
IropeM AemeHKOM, raHHOBepcbKMM MOMCiep-KAac AHApifl 
BapiGHeBO 9 ) AOAO TpOl'UbKOMy MOXAklBiCTb CTOTM He AMLue 
pexkicepoM, a m xyAOXH mkom cboix HacTyriHi/ix bmctob. 

Po6oTO HOA BMCTOBOfO «...CeMb AHeM...» CTOAO AA5I Hboro 
HOA3BMHOMHMM AOCBiAOM. Llj npoeKTM CTBOpMAM AKyCb OCOSAMBy 
5IKiCTb, BMpo6AeHy BHOCAiAOK TXHbOf CniBTBOpHOCTi: KOAM 
CTBopfoeTbC5i He noAo6a npodopy, HOBiTb He cepeAOBMLue, a 
neBHMM ((KpMCTOA npOCTOpy», B 6araTOrpaHHiM A3epKOAbHOCTi 
5iKoro hoc i o6pa3 Tenyib BiAnoBiAHO ao baoctmbmx caMe ubOMy 
TeaipoAbHOMy 30A3epK0AAf0 3aKOHiB Syrra. 

Hone boao, mo KOHAeHcycTbc?! ho xoaoahmx lum6kox, TyMOH 
nacy ctmckqbca b ubOMy npodopi b xoAOAHy npo3opidb 
boam, mo KpariA?iMM diKae ckaom. lloBiAbHo, HecniujHO, i 
KOXeH npOMiHb CBiTAO-nOrA?lAy-CBiAOMOCTi, 30A0MAf0K)HMCb y 
A3epKOAbHOMy nAeci uiei HoniBCc|oepM, cnoAaxyBOB ho MMTb 
MOAeHbKMM coHueM, caMy KpariAfo nacy nepeTBopfOfOHM 
uie'f X MMTi HO XMBMM AiOMOHT. G TeQTp, y 51KOMy KpanAi 
Hacy He CnaAOfOTb AOHM3y niA HeBMOAMMOfO CMAOfO 3eMHoro 
T5lxiHH5l. BOHM CTOfOTb niABAOAHMMM BOAi OKTOpO TO MOrO 
BOAefO 3AiMMOfOTbC?l B He6o HeBMAMMMMM 30A0TMMM HMTKQMM, 
OCKiAbKM B TeaTpi HOC Moxe Ha6MpaTM 3BOpOTHOrO nAMHy. 
BiH MOXe 30BMMP0TM, AOpyfOHM HOM MOXAMBidb p03rA5)AOTM 
CBO'l HOMApi6HiUJi MMTi, UJ.O TpeMTflTb HO 30A0TMX HMTKOX- 
npoMeHax; BiH Moxe npoAMBOTMC5i AomeM; Moxe npocTynaTM 
HO nOBepXHKD, 51K KpanA51 KpOBi. Y TeaTpi HOC - MOTepiOAbHMM. 
HMM MOXHO nopi30TMC5l. 30AMUJMTM HO AyUJi pOHKy, 3 51KO'f 
CKanyBOTMMe BiHHicTb. AAe ueM TeaTp - nyAO cepeA nyAec - 
noTpe6ye oco6amboT nopoxHMHHOCTi cBiAOMOCTi to npocTopy. 
OCKiAbKM TeaTp - BeAMHe3He 36iAbLUyBOAbHe CKAO, Hepe3 51Ke 
BMAHO, 51K BMnapOByfOHMCb, 3AiMMOCTbC51 AO He6a pOCO HOCy. 
TeaTp «...ceMM AHeM...»- ue TeaTp Hacy. 

«AAX», Moro KOMepHa cueHa, 3aoboaoc5i 6, npMpeneHa ho 
06MexeHicTb-30MKHeHicTb yHOCAiAOK noSyTOBof kohkpctmkm 
cbo'ix npMCTynHMx norA5iAOBi Mex, comoio cbocio 6yAOBOio 
CnpMHMH5IB Heo6xiAHiCTb «p03CyB0TM» C|Di3MHHMM npOCTip, 
CTBOpiOBOTM 5IKeCb OCOSAMBe CepeAOBMLUe. BMpo6AeHMM 
npMHUMn, npMHUMn CnpMMH5ITT5l, BCOTOHMM TpOlUbKMM, CTOB 
HeMMOBipHMM BiAKpMTT5IM. CTBOpeHMM KOHCTpyKTOp He 
AMi_ue po3cyBOB npocTip no ropM30HTOAi, aobajihm norA5iA Mix 
l_UM6KaMM-A3epKOAOMM BiA06p0XeHH5IM, HepryBOHH5IM CBiTAO 
TO TiHi, AOMOHMX AiHiM KOHCTpyKTOpO, TpOTHOCTMX BiKOH (Kpi3b 51 Ki 
b «ToAKOBaTeAe...» ho cueHy npoconyBOAMC?! cxicHi npoMeHi 
BiAeOnpoeKTOpa, HO 5IKyCb MMTb BMMOAbOByiOHM HO CTiHi 
6i6AiMHy cueHy 3 cfciAbMy Aepexa AxapMeHa «Ce6acTb5iH»). 
BiH CTBOpiOBOB BiAHyTT5l BepTMKOAi 51K OCOSAMBOrO KOAOA5I35I, 
luoxtm, neBHoro Micu?i, Ae uiAKOM OKpeMO xMBe Hoc. Boao 

8 Boaoammmp OrAO 0 AiH - bmaothhm yKpcnHCbKMM pexMcep-nociaHOBHMK 
i neAaror. Oamh 3 odcu-mix npeACTOBHMKiB lukoam pociMCbKoro 
nckixoAoriMHoro peaAi 3 My. AaypeaT AepxaBHoT npeMif CPCP to 
LU eBHeHKiBCbKoT npeAAif. OdaHHi 10 poiciB xmttji 3 1995 ao 2005 poxy 
BMKAOAOB y UCM «AAX». 

9 AHApiM BapieHOB - axTop, pexkicep, AM3aMHep. BcecBiTHbo bIaommm 
xyAOXHMK, npauioe y xaHpi BMAOBmuHoro CMHTeTMHHoro nepcjDopMaHcy. 
BkidynaB y poAi cniBOBTopa npoeiaiB i3 BkiAOTHkiMM xyAOXH mkomm to 
pexkicepciMM cynacHOCTi, cepeA ?ikmx Ehapio Aorcm i Po6epi BIacoh. 


The idea and the form of the construction kit were so strong 
that Troitskyi was able to model his own space for the following 
plays of fhe cycle, even after the unexpected tragic death of 
Igor in Austria in summer of 2006. Igor Leschenko’s role in the 
history of the DAKH theatre cannot be overestimated. Nor can 
be his loss. His cooperation with Troitskyi was of that rare form 
of artist-direcfor interaction, where mutual understanding and 
mutual complement look very much like «artistic symbiosis.)) 
Just as a director must dissolve into his actor, so true theatrical 
artist Leschenko dissolved into his director. A strange resonance 
between these two different personalities made it possible for 
them to create a unique theatre , which could be called a 
((theatre of scenic design.)) 

After Leschenko’s death, DAKH was saved only because Troitskyi 
was active in the set design of his plays from the very beginning 
of his career. His education (not just under the tutelage of 
V. Ogloblin in GITIS, the actor and director school of DAKH 8 , 
but the science of costume creation that he embraced from 
KLIM, the knowledge he obtained as a result of his cooperation 
with Leschenko, and the Hannover workshop by A. Bartenev 9 ) 
allowed Troitskyi to become not just a director, but also an artist 
for his following plays. 

Hisworkona...Seven Dayswith the Idiot...)) was an unprecedented 
experience for him. These projects gave birth to some special 
quality that had been shaped as a result of their cooperation: 
when the result of their handiwork was not an image of space, 
nor an environment, but a sort of ((space Crystal)), in whose 
multifaceted reflectivity time and image flew in keeping with 
the laws typical only of this particular theatrical mirror-world. 
Like water that appears on cold glass, the fog of time shrank in 
this space into the cold transparency of water that slides down 
the glass as drops -- slowly, unhurriedly, like a leaf unveiling 
from moisture. And every ray of light-sight-consciousness was 
refracted in the mirror-smooth surface of the hemisphere, for a 
moment bursting out like a little sun, and turning the drop of time 
into a living diamond for that moment. This is a theatre , where 
the drops of time do not slide down, drawn by the implacable 
force of earth gravitation. They become subject to the will of 
the actor, and this will raises them into the sky, along the invisible 
golden threads. For in the theatre , time can go backward. 
It can pause, giving us an opportunity to observe its tiny little 
moments trembling on the golden thread rays; it can pour out 
with rain; it can appear on the surface as a drop of blood. Time 
is material in the theatre . It can cut. It can leave a cut on your 
soul that will never heal. But the theatre - a miracle of miracles 
- requires a special emptiness of space and consciousness. For 
the theatre is a huge magnifying glass through which we can 
see the dew of time vaporizing and going upward. The theatre 
of ((...Seven Days with the Idiot...)) is the Time Theatre . 

DAKH, with its chamberstage that looked doomed forrestricted 
closeness due to the ordinary specifics of its visible borders, with 
its very structure gave birth to the necessity of ((unlocking)) the 
physical space, of creating a special environment. The principle 
that Troitskyi embraced, developed and followed became an 
extraordinary revelation. His construction kit not only unlocked 
the space horizontally, catching the eye between mirror glasses. 


8 Vladimir Ogloblin was an outstanding Ukrainian director and teacher. One 
of the last representatives of the Russian psychological realism school. Win¬ 
ner of the State USSR Prize and the Shevchenko Prize. For the last 10 years of 
his life, from 1995 through 2005, taught at “DAKH.” 

9 Andrey Bartenev is an actor, director, and designer. An internationally 
known artist who works in the synthetic performance genre. He acted as a 
co-author of projects with many outstanding artists and directors of our times, 
including Andrew Logan and Robert Wilson. 
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MOrACI 3AiMMOTMC51, i TOAi UeM KOAOASBb 6yB AeCb yHM3y, 51K y 
((lleHOAbHOM CneKTOKAe», BOHCI AAOTAO BLACTynQTM, 30T5iryf0HM 
hoc ho caAAiciHbKe noro aho, 51 k y «naALueM AHreAe». Y 
((ToAKOBareAe...)) ue 6yAa Hibn HeAobyAOBCiHCi LuaxTa, 
niA3eMeAA5i / 3dAMTe boaokd. Y «Bec-co\-\-H\A\xixe» aho koaoaa35i 

6yAO BMCOXAMM. B «MAPIOTe» X HarpOMOAXeHH51 nAOTC|DOpAA 
CTBOpfOBOAO C|DaHTaCTMHHe BiAHyTTfl Mac KpMTM, LUO TOpOC51TbC51 

ho piHuj, BiAHyu5i neiep6ypra. 

«Aa?i MeHe - akdamhm, 5iKa bannACi 6araio - ue 6yAO 
nepeBopoTOM y CBiAOMOdi. 91 com MipxyBaB npo iAeio 
KOHCTpyKTOpa. TeopeTMHHO 51 3HQB, LUO JQK MOXHa M Tpe6a 
Po6mtm, aAe Hixio hIkoam me tcik He 3HaBC5i Ha ubOMy. 9\ 6cihhb 
HeMMOBipHi eKcnepMMeHTM AHaTOAm BacnAbeBa, 5iKi jqk i He 
3AiMCHMAMC51, AeB AOAiH BMKOpMCTOByC BOAy, aAe BOHa B Hboro 
jqk He npauioe. Te, i_uo 3po6nAM Tpo'fubKMM i3 Aei_ueHKOM y 
TeaTpi «AAX» - Ue MOryTHC AMBOBMXHe BLAKpHTTFI)) 10 . 

OTxe, cueHorpac|Di5i nAaHeTn «AAX» Bkipi3H5iAac5i oco6ambmmm 
CTOCyHKaMM 3 npOCTOpOBO-peHOBMM CBiTOM, i ue CTOCyBaAOC51 
He AMLUe (drop 3 AOCTOCBCbKMM)), OCKiAbKkl napaAeAbHO 3 HMMM 
b Teaipi «AAX» po3ropTaAac5i uiAKOM iHLua, He3aAexHa icTopi^ 
- iCTOpi51 ((YKpai'HM MiCTMHHOI)) * 11 JQ iCTOpi51 CUeHiHHOrO AM3aMHy 
BAaAMCAaBa TpoiubKoro. 

Mix EpocoM i TaHaTOCOM 

CueHorpac|Di5i TpoiubKoro - ue ci6coaiotho He3aAexHe 

Ta CaMOdyTHC 5IBMI_Ue, BMHMKHeHH5l 51KOrO JQK COMO 
3aKOHOMipHe, 5IK i HeCnOAiBaHe. 9\K n05ICHnTM, 3BLAKM B AlOAMHi 
pOCiMCbKOI KyAbTypM, AlOAMHi BMXOBOHiM HO ((iHTeAeKTyOAbHMX 
KOHuepTax» Bopnca lOxaHOHOBa 12 , (drpoBOMy TeaTpi» lrop5i 
Amcobo 13 , orAodAiHCbKOMy peaAi3Mi, iHTeAeKTyaAi3Mi to 
K iHeMaTorpac|DiHHiM BMUjyKaHOCTi TeaTpy KLIMa, 3’5iBMAOCb 
3axonAeHH5i yKpai'HCbKOio HapoAHOio KyAbTypoio, xapaKTepHe 
BiAHyTT51 CTMAKD, BMiHH51 npaUlOBOTM 3 npMpOAHMMM CTMXiFIMM, 
po3yMiHH5i KapHaBaAbHoT npMpoAM yKpai'HCbKoro TeaTpy, xmct 
noeAHyBaTM HenoeAHyBaHe, 3Mii_uyBaTM CTMAi Ta KyAbTypM, 
CTBOpiOBaTM Ha CUeHi CjDOHTOCTMHHMM i BOAHOHaC CnpaBXHiM 
CBiT, CBiT HeMMOBipHO rapHMM i XQXAMBMM, rpydMM i BMLUyKOHMM 
OAHonacHO? HaneBHO, BeAynn MOBy npo TeaTp TpoiubKoro to 
M oro cueHorpac|Diio, Tpe6a nncaTM npo 3BepHeHH5i ao apxaiMHOi 
TeaTpaAbHOCTi to pMTyaAbHMx BMTOKiB TeaTpy, npo 3aHypeHH5i 
B CTMXilO C|DOAbKAOpy M yKpa'lHCbKOT HapOAHO'f KyAbTypM, 
Mic|DOAoriT Ta MicronoeTM km, npo CMHKpeTMHHMM TeaTp, npo 
pyMHyBaHH51 KOpAOHiB Mix 3aAOfO Ta CUeHOlO, npo BMXiA 3a 
Mexi TeaTpaAbHof kopo6km Ta cueHorpac|Diio 51 k MMCTeuTBO 
TBopeHH5i ocodAMBoro cepeAOBMma, cniAbHoro AA5i rA5)Aana m 
aKTopa, OAHax, luo6 amj\a ao AxepeA 5iBMma «cueHorpac|Di5i 
TeaTpy «AAX», boxambo po3yMiTM, i_uo KpiM AemeHKiBCbKoT 
iAe'f cueHiHHoro AM3aMHy m icTopif «...ceMui AHefi c Mamotom...» 
y TpoiubKoro napaAeAbHO m He3aAexHO po3ropTaAMC5i me 
ABi BeAbMM BaxAMBi Ta B3aeMonoB’5i3aHi iAe'f: iAe5i «KOAeKun», 
npMHeceHa b «AAX» KLIMom, to iAe5i «peaAi3My», 5ixy cnoBiAyBaB 
OrAOdAiH. 9\Kl±XO CKDAM AOAaTM AOCBiA nepc|DOpMaTMBHOrO 
TeaTpy AHApi5i BapTCHCBa, mo yBinmoB y ambhmm pe30H0HC 
i3 ecTeTMKOio loxaHaHiBCbKoro TeaTpy, Ta npocTexMTM, 51 k 
cnAeAMC5i b TpoiubKoro hmtohkm umx TeaTpiB-Hanp5iMiB, reHe3a 
cueHorpaclDif TeaTpy «AAX» CTaHe HaoHHOio. 

10 3annc 6eciAM 3 KLIMom. - ApxiB aBTopa. 

11 «yKpaTHO MiCTMHHa» - OBTOpCbKMM npoeKT BAOAMCAaBa TpoiubKoro, 

U.MKA bmctob 3a yHOCTK) eTHO-xaoc rypiy «AaxaBpaxa». Ba3yeTbc?i ho 
LueKcnipiBCbKiM TpMAorff («MaK6eT. npoAor», «PiHapA III. npoAor», «KopoAb 
Aip. npoAor»). 

12 Bopnc HOxohohob - pexMcep, neAaror, c|DiAOCOc|D to OHOAiTMK Teaipy. 
YMeHb AHOTOAi?i EcBpoca to AHOTOAi?i BackiAbeBa. 3ochobhmk napaAeAbHoro 
KiHO, TBopeub MaMdepHi iHAMBiAyaAbHoT Pexkicypki [MMP). 

13 y 1996-1999 pp. bmkaoaob y LJ.CM «AAX» (npoeKT «AKTopcbKO- 
pexkicepcbKa eKCTepHOTypa»). KepiBHkiK aKTopcbKO-pexkicepcbKoro 
xypcy rMTMCy, ho AKOMy hobhobc?i Baoamcaqb TpoiUbKMM y 2002 poui. 


reflections, alternations of light and shadow, breaking lines 
and barred windows (through which in the ((Interpreter)), the 
slanting rays of the video projector barely reached the stage, 
creating for a moment the biblical scene from Derek Jarman’s 
((Sebastian))). He created the feeling of a vertical as in a well, 
mine, a place where the Time lives. Water could rise, and this 
well appeared at the bottom, like in the (dSad Play;)) or it could 
recede, drawing us to the very bottom as in the ((Fallen Angel)). 
In ((The Interpreter of the Apocalypse)) it was an unfinished 
mine, an underground filled with water. In ((Insomnia)) it was the 
bottom of a dry well. In the ((...Seven Days with the Idiot...)), it 
was a pile-up of platforms that created the fantastic feeling of 
blocks of ice on the river - the sense of 
St. Petersburg. 

((To me - a man who has seen a lot - this was a revolution of 
mind. I pursued the idea of a construction kit. Theoretically, I 
knew this is how it could and should be done, but nobody ever 
did it like this before. I saw the major experiments of A. Vasilyev 
that were never really put into practice. L. Dodin used water, 
but it does not work in his plays. What Troitskyi and Leschenko 
did in DAKH is the most wonderful discovery.)) 10 
So, the scenography of the DAKH planet was characterized 
by special relationships in the space-thing world, which related 
not only to the ((Games with Dostoyevsky)) because, in parallel 
with them, DAKH developed a totally different, independent 
history - the history of ((Mystic Ukraine)) 11 , and the history of 
Troitskyi’s scenic design. 

Between Eros and Thanatos 

Troitskyi’s scenography is an absolutely independent and 
singular phenomenon, whose emergence is as logical as it 
is unexpected. One can certainly assume that the influence 
Troitskyi experienced from I. Leschenko, B. Yukhananov 12 , KLIM, 
V. Ogloblin, and A. Bartenev had to lead to the emergence of 
something special, but in reality, it is a matter of education, while 
the birth of an artist (director, scenographist) always remains as 
incomprehensible as his artistic act. How can Troitskyi, a man of 
Russian culture, brought up in the ((intellectual concerts)) of B. 
Yukhananov, in the ((acting theatre)) of I. Lysov 13 , in Ogloblin’s 
realism, intellectualism and in the cinematographic delicacy 
of KLIM’s theatre , have this strong pull to, love for and interest 
in Ukrainian folk culture, this special sense of style, this gift of 
working with natural and primeval elements, this understanding 
of the carnival nature of the Ukrainian theatre , the skill to blend 
the unblended, to combine styles and cultures, to create a 
fantastic but at the same time real, genuine world on stage, an 
extremely beautiful and terrible world -- rude and at the same 
time delicate? It is an inexplicable phenomenon. 

Speaking of Troitskyi’s theatre and scenography, one should 
note his turning to archaic theatricality and the ritual sources 
of the theatre , of his submersion in the rudiments of folklore 
and Ukrainian folk culture, of mythology and mythical poetry, 
of syncretic theatre , of the destruction of borders between 


10 Record of conversation with KLIM - Author's archive. 

11 «Mystic Ukraine)) is Troitskyi’s author project, a cycle of plays with the 
participation of ethno-chaos group«DakhaBrakhah.» Based on Shakespeare’s 
trilogy {((Macbeth. Prologue»; ((Richard III. Prologue»; ((King Lear. Prologue))). 

12 Boris Yukhananov is a director, teacher, philosopher and theatre analyst. 
Student of A. Efros and A. Vasilyev. Founder of parallel cinema; creator of 
Individual Direction Workshop. 

13 From 1996 through 1999 taught at DAKH (the ((Actor and Director Externship» 
project). Leader of the actor and director course at the Russian University of 
TheatreArts, which Troitskyi graduated from in 2002. 
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Mm He 6yAeMO AeTOAbHO 3ynnH5iTnc5i ho cueHorpacfcN 
peaAidMHHMx bmctob Boaoammmpo OrAobAiHa (cueHorpac|D 
Irop AemeHKo), ocKiAbKM bhocalaok 6kohomnhmx oSMexeHb 

BOAOAMAAMpOBi MMKOAOCBMHy HiKOAM He BAOBOAOC?! CTBOpMTM HO 
KOMepHiM cueHi «AAXy» cepeAOBMme Toro piBm OBTeHTMHHOCTi, 
5xoro BMAAaraB Moro TeaTp. He moxho, npoTe, 3a6yBaTM, mo 
cueHorpacUifl peaAi3My - ue He AMLue MiMeTMHHMM npMHUMn 
CTBopeHH?i cepeAOBMma, a m MaieMaTMHHO tohho BMpaxyBOHi 
nponopuif-BiACTaHi AAix npeAMeiaMM. ...TpM kpokm BiA AMBOHy 
ao KpicAa, n’?iTb KpoKiB ao cto Ay, oamh ao bIkho - cueHorpac|Difl 

BMCTOB OrAOSAiHO AOCTeAAeHHO AOTpMAAyBOAOC?! UMX npOBMA 
peaAi3My, OCKiAbKM HOCnpaBAi nCMXOAOriHHO TOHHiCTb Uboro 
TeaTpy 6araTO b HOMy 3yMOBAeHa tmaa, luo koxho bmctobo 
O rAo6AiHa, KpiAA ycboro iHmoro, 5iBA5iAa coboio MGaHCueHiHHMM 
BeAbAAM AeTOAbHO nocTOBAeHMM «6aAeT». TyT He AMme 6yAO 
BMBipeHO KOxeH pyx, xoxeH xecT aKTopa, TyT 6yAO bmpoxoboho 
TOHH e po3TamyBOHH?i KOXHoro npeAMeTa. TeaTp OrAobAiHa - 
ue HyAOBMM niApyHHMK AABOHCUeHM. Moro OCTOHH5I BMCTOBO - 
«CBOAb6a KpenMHCKoro» e b ubOMy ceHci HenepeBepmeHOfo. 
Aa 51 caMoro OrAo6AiHa, akmm ynpoAOBX BCboro xmtt5i po6mb 
BMCTOBM HO OKOAeAAiHHMX CUeHOX BeAMKMX TeOTpiB, npOCTip 

«AAXy» 6yB uIkobmm caMe cbockd KOMepHicTfo. HacMneHMM 
peaAi3AA OrAo6AiHa HaSyBoe ho cueHi «AAXy» oco6amboi 
TOHKOCT i TO nCMXOAOriHHOCTi. 

LUe OAMH HanpflMOK, nOB’?13aHMM i3 npMHUMnOAA OBTeHTMHHOCTi- 
ue Bxe 3raAyBOHMM npMHUMn «KOAeKuii'», 5 ikmm npMMLuoB y «AAX» 
3 AAOCKOBCbKOI«MOMCTepHi KUMo» 14 . 

3acHyBOBmM TeaTp, Tpo'fubKMM Aic 5 ik KOAeKuioHep. BiH noHMHae 
36MPOTM CTapOBMHHi peni, KOCTfOMM, AAe6Ai, iKOHM, KHMXKM 
Tomo. AOTMHHiCTb AO CTOpOBMHHOl' iKOHOrpac|Dll' TO HOpOAHOrO 
AAMCTeUTBO COMO no C 06 i BiA6MAOC?l HO MMCTeUbKOMy CMOKy 
M eCTeTMUi TpOl'UbKOrO. BOHa BiAirpaAO BOXAMBy pOAb y p03BMTKy 
«AAXy», ocKiAbKM b pe3yAbTOTi TeaTp 3HOMmoB cboc o6amhh?i He 
AMme 3 norAAAy MeTOAOAoriM pexMcypM to aKTopcbKoT rpM, 
a m 5ik npocTip, mo 36epirac HMCTOTy to cnpaBXHicTb CBoro 
AAOTepiaAbHoro cepeAOBMma m ctmakd. 

TyT He 6yAO Micm byTacUopcbKMM niApo6KOM to iMrraumM. 
y UMX BMCTOBOX He 6yAO XOAHOrO TeaTpaAbHOrO KOCTfOMO, 
xoAHoro HeaBTeHTMHHoro npeAMeTa. Koxho pin ho cueHi moao 
CBOC MMHyAe, CBOfO, 30X0B0Hy y C|DOpMy, iCTOpMHHy nOM’?lTb. B 
aKOMycb ceHci ueM TeaTp neperyxyBOBC^i 3 TeaTpoM OrAobAiHa, 
5IKMM nparHyB He AMme OBTeHTMHHOCTi nCMXOC|Di3MHHOrO XeCTy 
aKTopa, a m Toro, mo6 koctkdm, Me6Ai, Aom 3a BiKHOM, BoroHb 
y KOMiHi 6yAM cnpaBXHiMM, mo6 cepeAOBMme 36epiraAO 
BxonAeHe ao ApibHMUb amxohha nacy, BiAbMTOK cnpaBXHboro 
xmtt?i. Y Tpo'fubKoro, oahok, ue He MOAO HNOrO CniAbHOrO 3 
peaAi3MOM HM HOTypOAGMOM. 

Ue 6yAa napaAxaHiBCbKa icTopm. HaBiTb koam TBopeHMM 
HMM CBiT 6yB cUOHTOCTMHHMM, CfOppeOAiCTMHHMM, CB5ITKOBO- 
pMTyOAbHMM, y HbOMy He3MiHHO npOCTexyBOBC?! pOMOH i3 PiHHfO 
b Tf nepBicHiM, icTMHHiM xpaci. Tpo'fubKMM TimMTbc?i Kpacofo nyxoi 
AA5i Hboro yKpaTHCbKOi'KyAbTypM m no KpMXTi BMmyKyc y TAiHi nacy 
II 3ByHOHH5l, BiH CTBOpiOC TeOTp HOAMipHMX, KBiTyHMX p03K0miB 
OBTeHTMHHOrO. 

3a 7 poKiB y «AAXy» 6yAO 3i6paHO yHiKOAbHy KOAeKuiio KOCTiOMiB, 
a cepeA HMx-i CTapoBMHHoro HapoAHoro yKpaiHCbKoro b6pohh?i 
- KOAeKum, riAHa My3eio eTHorpacUn. CnpaBa 6yAa, 3bmhomho, 
He B COMikl KOAeKUII, XOHO ?IK6m II He 6yAO, HO CBiT HiKOAM 6 He 
3’flBMAMCb OHi (dlpoAor ao «MaK6eTa», OHi ((PinapA III. npoAor», 
OHi ((KopOAb Aip», OCKiAbKM yHiKOAbHiCTb «yKpai'HM MiCTMHHOI)) HO 
AeB’flHOCTO BiACOTKiB noA5irae b AMBOBMXHOMy nepeTBopeHHi 
HeMMOBipHOl' MOTepn, 3 51 KOI 6yAO CTBOpeHO ui BMCTOBM. TeaTp 
Tpo'fubKoro - ue TeaTp MOTepn, TeaTp, 5ikmm roBopMTb MOTepicio, 
5ikmm BMnAMBae 3 Hef, rpaeTbC5i 3 MOTepicio i TpaHecUopMye 
Tf. Ue anocUeo3 c^opMM, npoTe cfcopMa, MaTepm b UbOMy 

14 «MaMCTepi-m KLIMa» - AereHAapHkiM niABOA Ha CepeAHbOKapeTHOMy 
npoByAKy. Bxoamb ao CKAOAy BcepociMCbKoro 06'eAHaHm «TBopni 
MOMCTepHi» (BOTM). 


the stage and the audience, of going beyond the limits of the 
theatre box and scenography as an art of creation of a special 
environment, common for actors and the audience. But to 
figure ouf fhe sources of the phenomenon called «scenography 
of the «DAKH theatre», it is important to understand that, apart 
from Leschenko’s idea of scenic design and the history of «... 
Seven Days with the Idiot...)), Troitskyi had two parallel and 
independent ideas that were important and interconnected: 
the idea of a «collection)) brought into DAKH by KLIM and 
the idea of «realism)) introduced by Ogloblin. If we add the 
experience of A. Bartenev’s performance theatre to the 
mix, which started a strange resonance with the aesthetics of 
Yukhananov’s theatre , and follow the interweaving of these 
threads in Troitskyi’s mind, we can get the full picture of the 
genesis of the scenography of the DAKH theatre . 

We will not examine in great detail the scenography of V. 
Ogloblin’s realistic plays (scenographist I. Leschenko), since 
due to economic reasons, Ogloblin could never create the 
authentic environment that his theatre required. One should 
not forget, however, that realistic scenography is not just 
the mimetic principle of creating an environment, but rather 
mathematically exact proportions of distances between 
objects... Three steps from the sofa, five steps to the table, one 
step to the window - this is the scenography of Ogloblin’s plays. 
He strictly followed fhese rules of realism, for the psychological 
accurateness and authenticity of this theatre was to a great 
extent based on the fact that each of his plays was, among 
other things, a very detailed stage «ballet)>. Not just every word 
and every gesture of every actor is measured here, but also 
every place for every object. Ogloblin’s theatre is a wonderful 
stage textbook. His last play - «Krechinsky’s Wedding)) - was 
absolutely grand in this sense. For Ogloblin, who had always 
staged his plays in big academic theatres, the space of DAKH 
was interesting for its smallness. The rich realistic flavor of Ogloblin 
acquires a particular delicacy and psychological nuance on 
the stage of DAKH. 

Another direction linked with the authenticity principle is the 
above mentioned principle of ((collection)) that came to DAKH 
from the Moscow-based KLIM’s Studio 14 . 

Having founded a theatre , Troitskyi behaved like a collector. 
He began to collect old things, costumes, furniture, icons, and 
books - everything that makes up material culture. Besides, his 
acquaintance with ancient iconography and folk arts impacted 
his artistic taste and aesthetics, and played an important role in 
the development of DAKH for, as a result, the theatre obtained 
a personality not just in its methodology and acting, but also as 
a space that meticulously maintains the purity and authenticity 
of its material environment and style. 

In a way, this formed nof jusf fhe flesh, but the soul of fhe fheatre 
, for its form and essence were one, based on authenticity. 
Troitskyi’s theatre and scenography manifested authenticity 
not by imitating life, environment, or everyday events, but in 
placing only real elements and objects on the stage. There 
were no prop imitations or copies. There were no specially 
made costumes, no unreal object in his plays. Every thing on 
the stage had a past, a historic memory confined to its form. In 
a sense, this theatre had something in common with Ogloblin’s 
theatre , which strove not only for the authenticity of every 
psycho-physical gesture of its actors, but also to have real 
costumes, real furniture, real rain behind the window, and real 
fire in fhe fireplace. They wanfed fhe environment to keep the 


14 “KLIM’S Studio" is a legendary basement in the Srednekaretny alley. Was 
part of the “Creative Workshops" Russian Association. 
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pa3i - ue He mo iHi_ue, 51 k MoryTHe noAe BnnpoMiHfOBOHHsi, 
openeBAeHCi idopnHHa naM’flTb, ue npeAMeT 51 k caMOAOcraim 
«paAioaKTMBHa», npoMiHHa cyTHidb a6o x hmcto eHeprm noTOKy 
nepBHiB, ocKiAbKM uen Teaip npaufoe AMi_ue 3 npeAMeiHidfo 
TOKOrO piBHfl LUJAbHOCTi TO flKOCTi. 

CBiT, cepeAOBkime, npociip, mo BMTBopfOfOTbcsi cueHorpacUiefo 
«meKcnipiBCbKoro unKAy», HaciiAbKM noiyxHi, HanoBHeHi, 
COMOAOCTOTHi, LUO HOCOM 3AOeTbC5l, Hi6MTO BOHM He BHMOrOfOTb 
AtOACbKOI npMCyTHOCTi, mo COM KOCTtOAA CTOC TyT He B6paHH?lM 
nepcoHaxa, a iAAnyAbcoM i BiAnpaBHMM nyHKTOM y CTBopeHHi 
kioro rtAaCTMKM TO nCMXOC|Di3MKM, mo 3He0C06AeHiCTb AfOAMHM 
(aKTopa Teaipy Tpo'fubKoro hocto «no36aBAeHO» o6amhh5i, 51 Ke 
xoBacTbc?) niAMacKOto) noB’?i3aHa 3 apxaiHHOto 3Heoco6AeHidto 
akdamhm pMTyaAy, npoAMKTOBOHa caMe umm oco6ambmm, 
CTBOpeHMM i3 apXOlHHMX eAeMeHTiB, CepeAOBMLUeM. 
lAeji cueHorpac|DM 51 k «HOBKOAMmHboro cepeAOBMima» b Teaipi 
TpoiUbKoro, mo BMKopMCTOBye c|dopaam ByAMHHoro Teaipy to 
nepcfcopMaHcy, a 3Hacia iHcnipycTbca cfcopMaM apxaiHHoro 
pMTyaAbHoro Teaipy, e oahmm 3 ochobhmx npMHUMniB Moro 
cueHorpac|DM. 

Y BMdaBi (dlpoAor ao «MaK6eTa» KOMepHa cueHa «AAXy» 
nepeTBopeHa ho xpaM, nopoxHiM npociip sxoro, 51 k y 
CTapMX CiAbCbKMX UepKBOX, Becb 03A06AeHMM flCKpOBMMM 
AOMOTKOHHMAAM KMAMMOAAM, HOA 51KMMM 30MiCTb iKOHOCTOCy 
BMCflTb iHClDepHOAbHi 06p03M AemeHKiBCbKMX CB5ITMX. UtO 
AeKOpaTMBHy CKpMHbKy 30AAKHeH0r0 pMTyaAbHoro npOCTOpy, 
((XpaAA yKpaiHCbKOrO AAiKpOKOCMOCy», B SIKOMy BOpOX6MTCbKMM 
noraHCbKMM opHOMeHT 03Ao6AeHH?i 03H0Hae 6iAbme Hix 
o6pa3M CB5ITMX, mO npMKpamatOTb AOXpMCTMflHCbKMM naHTeOH, 
6yAO UiAKOM CTBOpeHO i3 BeAMHe3HMX CTapOBMHHMX yKpaiHCbKMX 
KMAMAAiB. 06p03 BeAeieHCbKOrO OpHOMeHTy 51 K HeCKiHHeHHOrO 
Aa6ipMHTy. HaAMipHO-6apBMCToro, AeKopaTMBHoro, oropHyioro 
KMAMMOAAM CBiiy, TOrO, mO nOTOHyB-3anAyTaBC5l B XiHOHMX 
riAaxTax, CBiiy coAOAKoro 3aAymAMBoro 3aTMmKy, b ?iKOMy 
A03piBatOTb i 3AiMCHIOIOTbC5l KpMBOBi BiAbOMCbKi CnpOBM. TOKMM 
6yB CBiT, b ?iKOMy po3ropTOAac5i HopHa AiTypri?] yKpa'iHCbKoro 
«MaK6eia», CBiT no3aHacoBoro CepeAHbOBiHH5i, mo naHye b 
Aymax i toaobox. Ue uapcTBO AoicTopMHHo'f amkoctI 3bmhoTb, 
6y?IHH5l nAOTi, HOpHOI Manf MiCTMAOC5l y BMrOAAMBin AeKOpaTMBHiM 
o6oAOHui. CueHorpacUm (dlpoAory ao «MaK6eia» po3Komye 
AeKOpaTMBHiCTIO TO CB5ITKOBOK) pMTyaAbHiCTIO yKpa'lHCbKOT 
HapoAHo'f KyAbTypM, boho BM6yxae y BMdaBi cokomm, 51 k 
nepe3piAMM a \ jh\\a nAiA. 

riAOXTO, KMAMM-3iTKOHa BpyHHy TKOHMHa — HaMAOBHimMM CMMBOA 
iAt03M, HOMApeBHimMM CMMBOA AOAi, 06p03 SoxeCTBeHHOI 
riOKpOBM M o6pa3 KMAMMO 51 K mMpMM, 30 5IKMMM B «rOMAeii» 
XOBOIOTbC5l mypM, CTOC TOAOBHMM MOTepiOAOM CUeHOrpOC|DM 
to roAOBHMM o6pa30M npodopy «MoK6eia». 51k i b «KopoAi 
Aipi», KOCTIOMM C HOMBOXAMBimMM AMHOMNHMM eAeMeHTOM 

cueHorpacUif m npM nepeHeceHHi bmctobm ho blakpmtmm npociip 
(ho cUecTMBOAi y BpouAOBi Moro rpaAM y cepeAHbOBiHHOMy 
30MKy, y fAOHbCbKy - B 3pyMHOBOHOMy KOCTbOAi) BiA6yBOCTbC51 
P03MMK0HH5I KOpAOHiB CUeHM, i BMHMKOC me 6iAbl_U nOTyXHMM 
ec^eKT. 

npoTe CBoro anoc|Deo3y iAea cepeAOBMma Aocarac b «KopoAi 
Aipi», nOCTOBAeHOMy HO KOAMmHiM paASlHCbKiM BiMCbKOBiM 6a3i 
y AxaM6eKy b YropmMHi. 3aHeA6aHy c|Da6pMKy CMepTi 6yAO 
nepeTBopeHo ho Micue npoBeAeHH5i TeaipoAbHoro cUecTMBOAto. 
TpOlUbKMM BMCTOBAJIC OCTOHHKD HOCTMHy TpMAOnf ((TporeAM BAOAM» 
caMe TyT. nopoxHi uexM, Ae naHye 6e3MOBHidb; 6eTOHHi nenepM, 
noKMHyTi icTopieio to AtOAbMM; ipxaBi npeAMeTM to 3Hap5iAAfl, 
6e3AMXOHHi pemTKM MamMH - peLUTKM KOAMmHix p03K0miB, 
MoryTi BeAMne3HoT noBOAeHoT iMnepn - cipamHoT iMnepif Aipa, 
3aHenaAoi'Ta BiAAOHofniA BAOAy pyiHM. Ue pyMOBMime KOAMmHbof 
BiMCbKOBOIMiui BiAirpOAO OCOSAMBy pOAb: o6pa3 p03AiAeH0r0 Mix 
AOHKOMM uapcTBO, 5IKMM MOHApyC KOpOAb Aip, 6yB peOAbHMM, 
Moro Mic|DOAOri51 COTaAaC5l 3i CTiH, BMCiAO B nOBiTpi, OCiAOAO HO 


breath of time caught in these details, the fingerprint of genuine 
life. Troitskyi’s theatre , however, had nothing to do with realism 
or naturalism. 

It was Paradjanov’s story. Even when the world he created was 
fantastic, surreal, ritualistic and celebratory, one could always 
see his romance with the Thing in its genuine first-made beauty. 
Troitskyi feasts on the beauty of Ukrainian culture, which is 
strange to him. Digging out every grain of its melody in the rags 
of time, he creates a theatre of exuberant and flourishing luxury 
of authenticity. 

Over seven years, DAKH gathered a unique collection of 
costumes, including old Ukrainian folk dresses. This collection 
is worthy of an ethnographic museum. The point is not the 
collection in and of itself, although if not for it, there would have 
been no«Macbeth. Prologue», or ((Richard lll», or ((King Lear», for 
the uniqueness of ((Mystic Ukraine)) was 90% in the extraordinary 
transformation of extraordinary matter that these plays were 
made of. This matter belongs to a fading culture, its diaries 
sealed in music and the kingdom of fhings: their aura showing 
through the layers of time, their breathing, their shining, their 
smell and sound. 

Speaking of Troitskyi’s scenography, we should understand that 
Troitskyi’s theatre is a theatre of matter, a theatre that speaks 
through matter, that comes out of matter, that plays with 
matter and transforms it. It is an apotheosis of form, but form 
and matter in this case are nothing but a strong radiant field -- a 
materialized historical memory. The object is like a self-sufficient 
((radioactive)) radiant essence or pure energy of the flow of 
primeval elements, for this theatre works only with objects of 
this density and quality. 

The world, the environment, the space created by the 
scenography of the ((Shakespearean Cycle)) are so strong, 
full and self-sufficient, that sometimes they seem to require 
no human presence; that the costume itself becomes the 
body of a character. It becomes an impulse, a starting point 
in the creation of an actor’s plasticity and psychophysics, so 
that human depersonalization (actors in Troitskyi’s theatre are 
often ((devoid)) of faces, hiding behind masks) dependent on 
the archaic ritual of human depersonalization is dictated by 
this special environment that had been created of archaic 
elements. 

Troitskyi’s idea of scenography as an ((environment)) that uses 
the forms of street theatre and of performance often turns into 
the return to the elementary principles of fhe archaic, mystery 
theatre , which is in essence one of the fundamental principles 
of his scenography. 

In ((Macbefh. Prologue)), DAKH’s chamber stage is turned into 
a temple, an empty space decorated just like in old village 
churches, with bright homespun carpets, with Leschenko’s 
infernal images of saints over them, instead of icons. This 
decorative box of a closed ritual space, the ((temple of the 
Ukrainian microcosm,)) where the fascinating pagan ornaments 
mean more than the images of saints decorating the pre- 
Christian pantheon, was made of huge old Ukrainian carpets 
only. The image of a huge ornament, like an endless labyrinth; 
an excessively bright world, covered with carpets, a world lost 
in women’s scarves, a world of suffocating comfort, a world 
of bloody deeds of witches -- such was the world of the black 
liturgy of the Ukrainian ((Macbeth. Prologue.)) It was the world of 
ouf-of-time Middle Ages ruling in the souls and minds of men. It 
was the kingdom of prehistoric wild temperaments, violent flesh, 
and black magic, enclosed in a fascinatingly beautiful, florid 
decorative cover. The scenography of ((Macbeth. Prologue)) 


36 


fl3MKy npMCMOKOM CMepTI M ipXOBOrO MeTClAy. 
nepLUMM OKT «KopOA?l Aipa» rpaAM BCepeAMHi BeAMHe3HOrO 
rapaxa, Hyipo 5xoro 3a AAMHyAnx naciB xoboao cnp^AAOBOHi 
ho 3axiA paxeTHi boeroAOBKM. Koam b 3aAi3Hy 6paAAy uboro 
6eTOHHoro bapaxy CTyKaAa CAAepTb i nonnHOAM 3axoAMTM 
AAepui, 3AaBOAOC5l, LUO P030AA i3 HMAAM 36npOK)TbC?l TiHi AAMHyAOTO 
m Ayxki-oxopoHui uboro AAicusi. KoKai'HOBe KybAO, KaB’flpm 
AAiCTa AAepTBMX, flKO B TeOTpi «AAX» AAOTMAAe CyHOCHiUJMM i 
BklLUyKOHiLUMM BMTAflA (Tf 6yAe 3i6pOHO i3 AeTOAeM Toro COAAOrO 
KOHCTpyKTOpa), TyT 6yAO CTBOpeHa 3 yAOAAKiB CTapMX AAe6AiB, ?1K 
nepLui B6ori nocTpaAflHCbKi «Kac|De»-3a6iraMAiBKM nonaTKy 90-x. 
UeM npodip 6yB CfOppeOAiCTMHHMAA, CnOBHeHMAA ipOHM, AAOTAOXy 
TO AMBHMX AeTOAeM! CTiMKO, CXOXO HO OnepauiMHMM CTiA, CTOpi 

BeAOCMneAM, yHiTa3, b siKOAAy naAOB BoroHb; y cueHi b6mbctbo 
KopAeAlf BiH HanOBHfOBaBC51 ACKpOBO-HepBOHMAA CHirOnaAOAA 
nip'si, BMnymeHoro b noBiip?i 3 BMnaipaHMx noAy lu ok-xmbotIb. 
HaMHeMAAOBipHiLue, monpaBAa, BiAKpMBaAoc?i 3a AAexaAAM 
3aHeA6aHoro, 3aBaAeHoro aaotaoxoaa nociiAAnepcbKoro 
raHrciepcbKoro CBiiy amkoto KaniTaAi3AAy, Ha ?ikmm hotakoam 
Pmcm CTBopeHoro TpoiUbKMAA rpoiecKHO-KapHaBaAbHoro 
npodopy. Koam BeciepH AAicia AAepTBMX 3aKiHHyBaBC?i m 
nOHMHOBCSl ApyrMM OKT, AfOAM 3 cUOKeAOAAM BMBOAMAM TAJlAOHiB i3 
bapaxy m «xpecHOfoxoAOfo» BeAMix3aHypeHOfo b hn BiMCbKOBOfo 
6a30f0. Xoao AOcaraAa paKeTHoro byHKepa, po3Tai_uoBaHoro 
BcepeAMHi ropM b iHLuiM nacTMHi 6a3M. nepeA Tf nopoxHiAAM 
6eTOHHMAAM npMAAii_ueHH?iAAM, cepeA AMBHMX o6’eKiiB i3 cyxo’f 
TpaBM, mo HaraAyBaAM pMTyaAbHi AAicua noraHCbKMx cbat 
(xyAOXHMK - HaTOAm MapMHeHKo), po3ropiaAac?i AAicTepia 
BorHfo. cpaxeAM, noAyAA’siHi xpecTM m onyAOAa tbopmh... 

Y CTBopeHOAAy cepeAOBMmi xMAAepHO nepenAeAMd Ayx, 

npMTOAAaHHMM UbOAAy 30HeAb0H0AAy naAA’?lTHMKy AAiAiTapM3AAy, 
M AAariHHa, CTpaxiTAMBa TO 3aBOpOXAMBa OTAAOCC|Depa AiMCTBa, 
B flKOAAy apxai'HHe, CTOpOAOBHC, ?!3MHHMUbKe nOGAHOAOC?! 3 
np030pMAAM aAKD3i?lAAM HOpHMX AAidepiM CAAepii XX CTOpiHH?!. 
BoroHb - 3arpaBa, mo BiACMAaAa ao hnhmx HauMCTCbKMx 
CBflTKyBOHb, 3arpaB KOHUTaSopiB, BOrHMm iHKBi3MU,iM TO iHLUMX 
c|DeepiM AfOACbKo'fHeHaBMCTi, He 6yB AeKopauiefo. BiH CTBopfOBaB 
cepeAOBMme: cnpaBXHe m npMroAOAAmAMBe, cniAbHe aa?i 
aKTopoB i TA^iAaniB, BiH 6yB OAHiefo 3 toaobhmx «AiMOBMx oci6» uieT 
BMCTOBM. 

BAOCHe, iCTOpm CUeHOrpac|Drf ((YKpaTHM AAiCTMHHOI» BMBOAMTbC?! 
caAAe 3 iAe'f cepeAOBMma. Tf 6yAO noKAaAeHO b ocHOBy nepmo'f 
bmctobm uMKAy «... Y nomyKax BTpaneHoro nacy. Xmtt?i...», ?iKy 
TpoiUbKMM Bnepme 3AicHfOBOB i ?ik cueHorpac|D, i ?ik pexMcep. 

Y «nomyKax» ho cueHi «AAXy» BiATBopfOBOAacji CMTyauia 

CiAbCbKOrO BeciAA?!! rAflAOHi CMAiAM 30 AOmaHMAAM CTOAOAAM, 
30CT0BAeHMAAM TAMH51HMAA riOCyAOAA i3 KBOmeHOfO KOnyCTOfO, 
COAOAA, COAAOTOHOAA, neneHOKD KapTOnAefO TO iHLUOfO 'fxefO. 
Ue 6yB TeOTp, AAeTO ?lKOrO - AAOKCMAAOAbHO CTepTM KOPAOH AAix 
OKTOpOAA i TAflAOHeAA, CTBOpMBmM CniAbHMM CB51TKOBMM npOCTip - 
CBiT, peOAbHMM i AMBOBMXHMM, CBHT, npO 51KMM KOXeH, XTO B HbOAAy 
nepeSyBae, AAOxe cko30tm: TyT e aa?i AAeHe AAicue - oco6AMBe 
AAicue, He AMme tajiaoho, a m ynacHMKa. Ue 6yB TeaTp He 
iHTeAeKTyaAbHMM, a eAAOUiOHOAbHMM! BiATBOpiOfOHM cepeAOBMme 
ceA?iHCbKoro no6yTy to CMTyauifo cbjito ?ik oco6amboT c|dopaam 
cniAbHoro 6yn?i, ueM TeaTp i Moro cueHorpac|Di?i 6yAM noKAMKOHi 
30X0nMTM, 30B0A0AiTM, 300X0TMTM 6pOTM yHOCTb, nepeXMBOTM 
cboc 6yn?i TyT i Tenep, ocxiAbKM noAi?i He peKOHCTpyfOBOAac?i, 
BOHO HMHMAOC51, BiA6yBOAOC?l 3i AAHOfO, 3 TAflAOHeAA, y UfO 
AAMTb. CepeAOBMme TyT - ue He AMme 3opoBi to npocTopoBi 
o6pa3M, - ue KOAip, CAAOK, AOTMK, 30n0X, ?lKi OTOHyfOTb i 3BiAyciAb 
npocflKafOTb niA mxipy. Ue npocTip, cnpsiAAOBaHMM ho 3opoBMM, 
3ByKOBMM, AOTMKOBMM LUOK, HO pyMHyBOHH?! COUiOAbHMX AAOCOK 
i npoBOKauifo iHmo'f - 6e3nocepeAHboT, amtmhhoT, BiAKpMToT 

CBiAOAAOCTi. 

nOCAHOHH?! CTMXikl i CUeHNHOrO AM30MHy BiA6yAOC?l y BMCTOBi 
«HoHrop i TfOHAe», nocTOBAeHiM Tpo'fubKMAA 2005 poxy b TeaTpi 


glories in the decorative and celebratory rituals of Ukrainian folk 
culture. It bursts with juices like some over-ripe summer fruit. 

A homespun carpet is the oldest symbol of illusion, the oldest 
symbol of destiny, the image of divine cover and a screen, 
behind which rats are teeming in Hamlet. It becomes the 
main material of its scenography and the basic space image 
of «Macbeth. Prologue.)) Just like in «King Lear)), statuary 
movement of costumes is the most important dynamic element 
of scenography. When the play is moved to an open space 
(at a festival in Wroclaw it was played in a medieval castle, in 
Gdansk - at a ruined cathedral), the stage gets unlocked, and 
an even more startling effect takes place. 

The apotheosis of this idea of environment comes in «King Lear,)) 
staged at the former Soviet base of «Jambek)), Hungary. The 
neglected death factory was turned into the venue of a drama 
festival. Troitskyi staged the last part of his «Tragedy of Power)) 
trilogy here. Empty shops that are always silent, concrete caves 
forgotten by history and people, rusty objects and tools, dead 
remains of machinery - the ruins of former luxury, of the might 
of the huge broken empire - the scary empire of Lear that is 
on decline and in decay. These ruins of former military power 
played a special role: the image of the kingdom divided by 
King Lear’s daughters was realistic; its mythology poured out 
of the walls, hanging in the air, sinking on the tongue with the 
aftertaste of death and rusty metal. 

The first act of King Lear was played inside a huge garage, 
where missile warheads, aimed at the West, used to be stored. 
When Death knocked on the iron gates of this concrete barrack 
and dead men entered, it seemed that the shadows of the past 
and the spirit-keepers of this place were gathering together. A 
cocaine den, a cafeteria of the city of the dead, which will 
have a more modern and refined form in DAKH (by the way, 
Troitskyi made it with the elements of that same construction 
kit) - everything here was collected from the ruins of old 
furniture, like the first poor post-Soviet «cafes)) or the eateries 
of the early 1990s. This space was surrealistic, filled with irony, 
junk and strange details: a bar stand that looked like an surgical 
table, old bicycles, a toilet pan with fire in it; during the scene 
of Cordelia’s murder it was filled with red feathers falling out of 
disemboweled pillows. 

The most unbelievable thing was discovered beyond the ruined 
and neglected post-imperial gangster world of wild capitalism, 
hinted at by Troitskyi’s grotesque-carnival space. When the 
western of the city of the dead was finished and the second act 
began, people with torches tookthe audience outof the barracks 
and marched them through the darkened military base. The 
«crusade)) reached the missile bunker inside the hill on another 
side of «Jambek.)) In front of its empty concrete cells, among 
strange objects of dry grass that looked like pagan ritualistic 
objects (artist - N. Marynenko), an extraordinary fire mystery 
was unfolding. Torches, burning crosses, and stuffed animals... 
In this fantastic environment, spirits of this neglected monument 
to militarism joined with the magic and terrible atmosphere of 
action, where the archaic and ancient penetrated the allusions 
of the black mysteries of death of the 20th century. The fire 
that spoke of the Nazi celebrations at night, of concentration 
camps, of inquisition fires and other extravaganzas of human 
hatred, was no mere decoration. It created the environment 
- genuine and shocking -- identifcal for both the actors and 
viewers; it was one of the main characters of this play. 

The history of scenography of «Mystic Ukraine)) begins with the 
idea of an environment. It was the foundation of the first play of 
the cycle «...ln Search of the Lost Time...)) Life which Troitskyi first 


iMeHi M. BepeujMcrri (m. CeKei_uc|DaxepBap, YropmnHa). 
FIkluo b «YKpaTHi MicTMHHiM» LueKcnipiBCbKi TpareAif 6yAO 
nepeHeceHO b npociip no3anacoBoro yKpai'HCbKoro 
CepeAHbOBiHH?i i cueHorpacfciHHMM npocrip, aKyMyAKDfonn 
bckd Kpacy npeAMeTHO-penoBoro CBiiy yKpai'HCbKoT HapoAHoT 
KyAbTypn, b «TfOHAe» BiAbyBaeTbcsi 3bopothmm pyx: yropcbKy 
HapoAHy AereHAy, mo po3noBiAae npo b30cmmhm CBiiy AfOAen 
3i CBiTOM AyxiB i AAic|DOAOriHHMX iCTOT, nepeHeceHO TpOlUbKMAA 
y cboroAeHm. Yci nepcoHaxi B6paHi b cynacHi CBponencbKi 
KOCTfOAAM, AAy3MKO n0360BAeH0 CfDOAbKAOpHMX AAOTMBiB i AMLLJe 

cueHorpac|Di5i ctbopkdc ho cueHi o6pa3 xmbord Mic|DOAoriHHoro 
npodopy. TeMHe nAeco boam, luo 3anoBHfoe MaMxe 
bckd cueHy, nimaHnn 6eper, nopHe KopiHH?i BeAMne3Horo 
3aAi3Horo AepeBa, ho ?iKOMy po3AAimyBOBc?i momaohhmk i3 
My3MKOHTaMM (flK i y BMCTOBOX ^Kpa'lHM AAiCTMHHOl')) B «TfOHAe» 
AyHOAO XMBO My3MKO). Y UfO HeMMOBipHy KOpTMHy XTOHNHOrO 
CBiiy, CBiiy AyxiB, mo 3anaTAMC?i cepeA KopiHm 6iA?i caMoro 
KpafO BOAM, CBiTy HNHMX 3ByKiB i menOTiB, CBiTy TeMpflBM, flKO 3 
npnxoAOAA AfOAen cnoAaxye c?i?ihh51aa 4)aKeAiB, bla6amckm 
S1KMX TpeAATJITb y BOAi BeAeTeHCbKMMM BOTHS1HMAAM CBiTAflKOMM, 

- y uen K03K0BMM i BOAHOHOC abCOAfOTHO peOAbHMM CBiT 
npkipOAM BnMCyBOAMC?! 4)parMeHTM pBHMX KyTOHKiB Micm 
aii - HecniBMipHO AAOAi ocipiBui CBiiy AfOAen, ?xi noTonaiOTb y 
niTbMi BeAMKoro Heni3HaBaHoro, HeAOBiAOMoro CBiiy. Y «TiOHAe» 

- AereHAi 3 CfDOAbKAOpHMM KOpiHHJIAA - HeMOG HOUiOHOAbHMX 
eTHorpac|DiHHMx AeiaAen, OCKiAbKM Mic|DOAori?i cnpMMHsiTa y 
BMCTOBi ?iKXMBa HacTMHa cyHacHoT yropcbKoT KyAbTypn. 

LU,o x CTOcyeTbC5i yKpai'HCbKoT KyAbTypn, to, noBepTafonncb 
AO XMMepHOT M03a'lKM CTBOpeHMX TpOlUbKMM meKcnipiBCbKkix 
npoeKTiB, BrAflAaiOHMCb y'fxHi Bi3epyHKM, AAy3MKy o6pa3iB, ceHciB 
i KOHOTauiM, HeBAOB3i npkixoAMm ao Toro, mo cexpeT uboro 
TeaTpy to Moro cueHorpac|Dii' Bee x He b caMin aBTeHTMHHOCTi 
TxHboro npeAMeTHO-penoBoro CBiTy, i TyT npnxoBOHa noro 
icTMHHa, 3aMacKOBOHa BHyTpimH?i cyTb. CyTb, ?xa noA?irae 
b ocoSAMBOMy nepepoAxeHHi, nepeBTiAeHHi, b ambhmx 
M eT0M0pc|D03aX. OCKiAbKM UeM CBiT, CTBOpeHMM 3i CTOpOBMHHMX 
yKpaiHCbKkix penen. He c eTHorpac|DiHHMAA. BiH cnoBHeHMM 
oco6amboT TeaTpaAbHOCTi. Aap TpoiUbKoro - pexkicepa to 
cueHorpac|Da - noA?irae b ?iKiMCb ocoSAMBin MOHepi 6 ohmtm 
peni to iAK)3ioHepcbKiM, MariHHiM 3AOTHOCTi nepeTBopiOBOTM, 
TpaHCC|DOpAAyBaTM peOAbHiCTb, iHOAi BMBepTOKDHM Tf HOBMBOpiT, 
BMCTOBA5IIOHM HO CBiTAO Tf oSOAOHKy, B ftKlM TiCHO BiA AeAAOHiB. 

TBopnicTb TpoiUbKoro - ue cnpaBAi BeAbAAM cneukic|DiHHMM 
pexMcepcbKMM nonepK, cneukic|DiHHMM AAMCTeubKMM CBiT, mo 
BMHMKOC 3 OCOSaMBMX CTOCyHKiB i3 KyAbTypOK) TO HOCOM. 
BiAKMHyBmM nceBAOnOTpiOTMHHMM MeAOApQMOTM3M i 
AMAOKTMHHMM nac|DOC, CAiA mMpO BM3HOTM, mO AOTOpK 
AO MMHyAOrO, B30CMMHM 3 KyAbTypOKD - pin HOA3BMHOMHO 
HenpOCTO, XBOpo6AMBa M He0AH03H0HH0, OCKiAbKM Mix 
KyAbTypOK) TO HamMAA XMBMAA CCTBOAA HOCTO BMCOHMTb miAbHMM 
Myp HOAyMOHMx y?iBAeHb - cepnaHTMH CTepeoTMniB, ?ikmaam 
oco6ambo rycTO onAeTeHa KyAbTypa HauioHOAbHa, mo noTonae 
b iAeoAoreMax. 

((YKpaTHO MiCTMHHa»... KpaMKM, nAOXTM, BMmMBOHKM... 
nocar ciAAAecflTMAiTHix HapeneHMx, mo AOTAiBae y ckpmhsix. 
ETHorpac|DiHHa KOAeKui?i - ue oco6ambmm CBiT. CBiT CTapnx 
penen, npMpeneHMx ho CMepTb, OCKiAbKM baampoc KyAbTypa, mo 
nOpOAMAOIX. Yxe B COMOMy aKTi CTBOpeHH?) KOAeKUff AAiCTMTbC?! 
oco6ambo c|DiAOCOc|Di?i. KoAeKum noTpeSyc HecnimHOCTi. 
BMmyKyBOHH?i Kpacn b TAiHHi, KpanAMHa 3a KpanAMHOio, - Hane 
Ka3KOBe BiAAiAeHH?i BiA 6pyAy AAaKOBoro 3epHa. BxoAxeHHA b 
iHmMM nac. Cnpo6a MariHHoro maMaHCbKoro «noBepHeHH?i 
Aymi». CopoHKa, BMTflmyTa 3i CKpMHi noMepAoT rocnoAMHi, 
BMHeceHa3xaTM, npMpeneHoTHa pyi/iHyBaHH?i, AMBHMM«AAariHHMM» 
npeAMeT, OCKiAbKM aa?i Hamoro nacy boho AAepTBa, HeAoeaxHa: 
BOHa He noB’?i3aHa 3 HamMAA hocom, i HaBiTb TopKaiOHMCb Tf, aam 
Hane6TO He MOxeMO ao Hef AOTopKHyTMC?i, noAOAaTM uen 


realized both as a scenographist and a director. For «Search», 
DAKH reconstructed a village wedding: viewers sat at wooden 
tables full of pottery with sour cabbage, lard, vodka, baked 
potatoes and other food. It was a theatre whose aim was to 
remove any border between the actors and the audience, to 
create a common ritualistic-celebratory space - a realistic and 
surprising world, where each dweller can say: there is a place 
for me here, a special place, not just as a viewer, but as a 
participant. It was an emotional theatre rather than intellectual: 
in reconstructing the environment of everyday peasant life and 
celebrations as a special form of joint being, this theatre and 
its scenography were called to draw, to embrace, to force 
participation, to experience their being here and now, for the 
co-being was not reconstructed: it happened here with me, 
with the viewer, at this particular moment. It happened not 
just to my soul and conscience, but to every cell of my being, 
for the scenography and the environment were not just visual 
and spatial images, but also those of color, taste, touch, smell 
surrounding us on every side, penetrating our every pore. This 
space was designed for visual, aural, and tactile shock, for the 
destruction of social masks and for provocation of a different - 
direct, childlike, open consciousness. 

The combination of elements and scenic design was also 
evident in Troitskyi’s «Csongor es Tunde» staged in 2005 at the 
Veresmarty Theatre (Szekesfehervar, Hungary). While in «Mystic 
Ukraine)), Shakespeare’s tragedies were moved to the space 
of an a-historical Ukrainian Middle Ages and the scenographic 
space that accumulated all the beauty of the objective world 
of Ukrainian folk culture, «Csongor es Tunde)) shows the opposite 
trajectory: Troitskyi transfers into modern times a Hungarian folk 
legend that speaks of the relationships between the world of 
people and the world of spirits and mythical beings. All the 
characters are dressed in modern European costumes; the 
play’s music is devoid of folklore motifs, and its scenography 
creates an image of a living mythological space. The dark 
surface of water fills almost all of the stage, a sand shore, the 
black roots of a huge iron tree with a place for musicians (like 
«Mystic Ukraine)), ((Csongor es Tunde)) had live music on stage). 
This unbelievable picture of a chthonic world, a world of spirits 
hiding in the roots at the water’s edge, a world of night sounds 
and whispers, of virgin darkness that shines with the arrival of 
people with torches whose reflections tremble in the water like 
huge fireflies - this fairytale coincides with the absolutely realistic 
world of nature, and they both consist of fragments of various 
places of action - immeasurably small islands of the world of 
people sinking in the darkness of a huge unknown world. The 
legend of ((Csongor es Tunde)) has folkloric roots but no national 
ethnographic details, for mythology in this play is treated as a 
living part of modern Hungarian culture. 

As far as Ukrainian culture is concerned, if we return to the 
complex mosaic of Troitskyi’s Shakespeare projects and look 
into their ornaments and the music of their images, senses and 
connotations, we quickly come to the realization that the secret 
of this theatre and its scenography is not in the authenticity of 
its objective world, but in the true inner essence hidden behind 
the performance. This essence is in its particular regeneration, 
transformation - in its strange metamorphoses. This world is 
made of old Ukrainian things and is not ethnographic. It is filled 
with dramatic features that provoke, shock and fascinate, that 
are madly beautiful and scary. Troifskyi’s gift as a director and a 
scenographist lies in his special manner of seeing things and in his 
illusionistic, magic ability to transform reality, sometimes turning 
it upside down, showing off its demon-filled cover. Troitskyi’s 
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po3pnB. 3axonAeHm eTHorpac|Di3MOM - Annie CAabxi cnpobn 
npMXOBaTM p03ipB0HMM 3B’fl30K HCICiB, OCKiAbKM MM He MOCMO 
KyAbTy npeAKiB i BMnpafony KyAbTypy umhnho KAaAyTb b TpyHy 
no cyii Bxe 6e3 ho an ho BocKpeciHHfl. Tf 3aciynae CTepeomn. 

3BMHHMM CBflTKOBO-LUTyHHMM CTepeOTMn HOUiOHOAbHOrO. 

3bmhko ao 3BMKOHH?i - oco6ambo cfcopMa b6mbctbo. Bmiaoiohm 
T aeMHkiufo peni ao achua, BnnaTpaBLun Tf, mm 3aAMi_uaeMO 
BMMpaTM b HenoTpi6HOdi Tf cnycTOLueHy o6oAOHKy. AAe peni 
xMByTbyHaci MMiH?iTbc?i:3MiHioeTbc?iTxHe3HaHeHH?i,TxHe3ByHaHH?i 
b hoc. Teaip, HyTAMBnn ao uboro pyxy, 3AaieH 3ipBOTM 3 peni 
LUiAbHy oSOAOHKy nOBCflKAeHHfl, B 51Ky MM OropTOGMO b npoueci 
xmtt?i Bci npeAMeTM to Bcix icTOT. Teaip 3AaieH BOCKpecMTM Tf 
AA5I iHLUOrO XMTT5I, AQTM IM Apyre AMXOHH5I. 

Akluo mm 3a3MpHeMO BcepeAMHy ce6e, y cbokd naM’siTb, 
TO no6aHMMO, LUO Te, LUO MM AK)6mMO, XMBe B HOC, 
CKAOAeHe 3 OKpeMMX HaMApi6Hil_UMX, iHOAi BeAbMM AMBHMX 
i HeyCBiAOMAfOBOHMX pMC-nOApobMUb. YCJI ((yKpaiHCbKa 
KyAbTypa» MOXe AAA HOC MiCTMTMCfl B OCOSAMBOMy BiATiHKy 
KOAbOpy, BC5I OBTeHTMHHiCTb - B OCOSAMBOMy 3anaxy, BC5I 
MicTMKa - b TeM6pi roAOcy, m ue HeMMOBipHO cy6’eKTMBHO, 
i AMLUe ui AMBHi AeTOAi AOIOTb BHyTpiLUHbOMy 30p0Bi 3MOry 
6e3nOMMAKOBO p03pi3H?ITM B nOTOLli o6pa3iB CnpaBXHG. norA51A 
51K OCOSAMBe BMiHHfl BMpi3HMTM l_l,i pMCM 3i CBOrO y?lBAeHH5l npO 
uiAidb, i, Aec|DparMeHTyBaBLUM abcrpaKTHe noHma ho Apibxn 
OBTeHTMHHOrO, nOCTOBMTMCfl AO HMX nO-AMTflHOMy TBOpHO - AA5I 

Teaipy TpoTubKoro ue npMHUMnoBO boxambo. 

BiH noBOAMTbc?i 3 KOAemjcio, HeHane amtmho, 51 ko noipanMAa 
b eTHorpac|DiHHMM My3eM i nonaAO CTBopiOBaTM 3 eKcnoHaiiB 
HOBi KOCTKDMM AA5I CBOGl' K03K0B0T LUeKCnipiBCbKOf BMCTOBM. 
He BAOIOHMCb AO yCTOAeHMX TpaAMUiM, BiH, 3aHypiOIOHMCb y 
HaApa baochoT c|DaHTa3if, noHMHae tbopmtm o6pa3 HOBoro 
npodopy, HOBi o6pa3M HOAOBixiB i xiHOK, BiAbOM i uapiB, 6e3 
XOAHOrO COpOMy BMKOpMCTOByiOHM eAeMeHTM, B35ITi 3 iHUJMX 
3aA-KyAbTyp. Tax HapoAxyfOTbCfl HaMHeMMOBipHiuji cnoAyneHHfl 
n’flHKOl' nMLUHOTM TO rpy6df npOCTOTM, TOGMHMUi M OrOAeHOCTi, 
3araAKOBof BMi_uyKaHOCTi BeHeuincbKoT mockm to rpy6oro 
uynKoro TenAa yKpa'fHCbKMx KMAMMiB i nAaxT. Tax HapoAxyBOAnc?! 
nepenAeieHH?i CBiiiB, b akmx o6pa3M, BMpMBaiOHMCb i3 obiMMiB 
MOTepi l-UO IX HapOAMAO, 3HinA5IK)HMCb y KOpHOBOAbHOMy 
((KpMBOMy TOHUi» TeOTpy, Ae yKpaiHCbKMM KpMBOBO-HepBOHMM 
cnoAynaBC5i i3 30aotom CxoAy to hophmm ujobkom, Ae AMKyHM- 
boi'hm 3 oroAeHMM topcom 6mamc?i nepeA 3aKyi_uKaHMM y nopHi 
ByaAi CepeAHbOBiHHMM 6AiAOAMUMM npMBMAOM AeAi MaK6eT. 
Tax HapOAXyBOAMC?! CjDOHTaCTMHHi iCTOTM! max 3 pyLUHMKiB, 
COHM AyxiB CMepTi M 6e3MOBHMX iAOAiB 3i CTenOBMX MOrMA, 
JQK 3’flBA5IAMC5l BiAbMM, MOAOAa nAOTb 51 KMX, AeABe npMKpMTa 
ramoBaHOio na3yxoio yKpa'fHCbKMx coponox, diKaAa cokom. 
Tyi yKpa'fHCbKe 3Mii_uyBaAOC5i 3 opiemaAbHMM i apxa'fHHMM, TyT 
3MiLuyBaAOC5i cepeAHbOBiHHe Ta no3anacoBe. AAxe c|oaHTa3i5i 
TpoTubKoro TBopMAa CBiT apxeTMniB, mocok, CBiT no3anacoBoro 
Mopoxy, i_uo naHye y roAOBax. Uen CBiT 6yB 3iTKOHMM i3 Maiepff 
yKpaiHCbKdf hopoahoT KyAbTypM, aAe BiACMAaB ao neBHoro 
MidepiaAbHoro npanacy m npaicTopif. HaneBHO, ueM npociip 
moxho 6yAO 6 Ha3BaTb ko3kobmm, HepeaAbHMM, aAe BiH 6yB 
CTBopeHMM i3 peneM, mo moam oco6AMBy miAbHidb c|DaKTyp, 
i3 peneM, cnAeieHMx pyxaMM, 3Mii_uaHMx i3 kpob’kd, noTOM i 
CAi3bMM, nponaxAMx «nMAOM icTopif». PeneM, 51 Ki HaBiTb y CBOGMy 
MOBHaHHi MOBA?iTb 3a6araTO. 

KOMyCb TOKe nOBOAXeHH51 3 HauiOHOAbHMM KOCTKDMOM MOTAO 
3AOBaTMC5l 6AKD3HipCbKMM, OAe npOBAO nOA5iraAa B TOMy, mo 
ycniujHe bmkopmctohh5i b Teaipi 6e3nocepeAHbo HapoAHoro 
KOCTIOMa MOMXe HeMOXAMBe: 30H0AT0 CKAOAHO BiAMMTM, 
BiAHMCTMTM Moro bla HaKAaAeHoro Ha Hboro CTepeoTMny 
cnpMMH5iTT5i, mo npoc5iKae b Moro o6oAOHKy, Hane nA5iMM 
nAiceHi to Kynopocy, BiA MMCAec|DopM, i_uo xoBaiOTbc?! 
Mix criSKiB bmujmbkm Ta pa3KiB KopaAiB. CiepeoTMny, i_uo 
TpaHCAIOBaBC51 HOCTiAbKM AOBTO M nAOHOMipHO, LUO npOMH5IB yci 


work has a very specific touch, a special artistic world that 
emerges out of his peculiar relationship with culture and time. 
His belonging to a different culture may have given birth to his 
ability to see Ukrainian culture from the side, in an «alienated» 
manner. It‘s possible, but no more than that. 

If one throws away one’s pathetic pseudo-patriotic 
melodramatics and didactic pathos, one can honestly admit 
that proximity to the past and cultural relations is an extremely 
complicated thing -- painful and ambiguous -- for there often 
stands an impenetrable wall between culture and us; it is a wall 
of speculative impressions, a serpentine of stereotypes, which 
thickly covers national culture as it sinks in its ideologems. 
«Mystic Ukraine))... Dresses and embroideries... Dowries of 
seventy-year-old brides rotting away in trunks. This ethnographic 
collection is a world in itself, a world of old things doomed to 
death, for the culture that gave birth to them is dying. The 
very creation of this collection is philosophical. The collection 
requires a slow pace, so that one can find beauty in decay, 
drop by drop, like a fairy separates a poppy seed from mud. 
An entry to another time -- an attempt at a magical, shamanic 
((return of soul.)) A dress taken out of the trunk of its dead owner, 
rescued from a house doomed to destruction; a very strange 
((magical)) object, for it is dead to our time, unreachable: it is 
unrelated to our time. Even as we touch it, we cannot really 
touch it or breach this gap. Our admiration for ethnography is a 
mere sluggish attempt to hide the torn link of times, for we have 
no cult of ancestors, so the passing culture is cynically placed 
in its coffin without any hope of resurrection. It is replaced with 
stereotype, the customary festive-looking stereotype of the 
ethnic. 

Habit is a form of murder. As we devour the mystery of things, 
we disembowel it and let it die in its unnecessary empty shell. 
But things live on. Things change: their meaning to us and their 
music in us change. Sensitive to this movement, the theatre 
can tear off the viscous cloak of commonness with which we 
cover all things and beings in the process of life. The theatre is 
able to resurrect it for another life, to give it second breath. 

If we look inside ourselves, into our memory, we will find that 
what we love dwells within us, composed of tiny individual, 
sometimes very strange details that we may not be aware of. All 
of ((Ukrainian culture)) can be contained within a special shade 
of color; its authenticity resides in a special smell; its mystique in 
a tone of voice. All of it is so subjective, and only these strange 
details let our inner vision unmistakably discern the real thing 
in the flow of images. A look is a special skill to single out; to 
separate these features from one’s impression of the whole, 
to defragment one’s abstract understanding into the particles 
of the present, and to treat them creatively as a child - for 
Troitskyi’s theatre this is all of principal importance. 

This theatre approaches its collection like a child who finds 
himself in an ethnographic museum and begins to create new 
costumes for his fairytale Shakespearean play with the exponents 
he finds there. Ignoring tradition, it sinks into its own fantasies, 
creating the image of a new space, new images of men and 
women, witches and kings, shamelessly using elements from the 
other culture-halls. Thus comes the birth of the most incredible 
combinations of intoxicating luxury and crude simplicity, 
mystery and nakedness, the mysterious refinement of Venetian 
masks and rough warmth of Ukrainian carpets. Thus comes the 
birth of interwoven worlds where images break away from the 
embrace of their mothers and merge in a carnival dance of the 
theatre , where blood-red Ukrainian blends with the Oriental 
gold and the black silk, where wild half-naked warriors fight 
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LUjAMHM KOCTfOMO M 30nyCTMB KOpiHHfl y CBiAOMiCTb, nOCAHOBLUn 
3AOHMHHMM 3B’?l3KOM nOHflTTfl yKpa'lHCbKOrO TO LUapOBOpHOrO, 
niAMiHMBLUM HapoAHe - nceBAOHOpOAHMM, cnpaBXHe M 
ClDyHKUiOHOAbHe - MapHOTpaTHOfO AeKOpaTMBHiCTfO. 

LUe b (dloLuyKax BipaneHoro Hacy» - bmctobL mo blatbopkdc 
peaAbHe BiAHyu?i ciAbCbKoro cbatkoboto no6yiy, mo 
npaTHyAO AOCTeMeHHO M HOBiTb HOTypaAiCTMHHO BiATBOpMTM 
cepeAOBkime, axe icHye HacnpaBAi, BiA HapoAHoro koctkdmo 
AOBeAOCfl BiAMOBMTMCfl, OCKiAbKM BiH npMBHOCMB He BiAHyTTfl 
AOCTOBipHOCTi, O AMBHy M 6e3rAy3Ay CBflTKOBiCTb. Moxambo, 
TOMy, mo yKpaiHCbKMM HOpOAHMM KOCTKDAA AOBHO BMMLUOB i3 
nOBCJIKAeHHOrO BXMTKy HOBiTb B yKpa'lHCbKMX CeAOX, CTOBmM 
pMTyOAbHMM OAflTOM, B 5IKMM B6npOfOTbC?l B OCObAMBi MOMeHTM 
xmtta: ho BeciAA?i, ho CMepTb, y uepKBy (OCKiAbKM nepeA AMueM 
BOXMAA AfOAMHO nOBMHHO 6yTM B6pOHO nO-OCObAMBOMy). 
TpoiUbKMM OA^irHyB repo'iHb CBoefnepmoTc|DOAbKAopHoTBMCTaBM 
y mkiTi moBKOAA cxiAHi ybopM. Y BMCTOBi BiA6yBOBC?i nomyx 
XMTTfl, TBOpui 'll AOBMAM 3HMKOMe, TpeMTAMBe 6yTT?l, OCniByBOAM 
M OnAOKyBOAM BTpaHeHMM HOC, 5IKMM BCflKOC B 3eMAIO P030AA i3 
BOAOTMM 3anaXOM CTapklX CeAflHCbKMX XOT, P030AA i3 niCHflMM, 
nOMOpmeHMAAM pyKOMM TO nOM’flTTIO IXHiX BAOCHMKiB. AiBHOTO 
HOMaraAMC?! CniBOTM, ?IK CTapi xiHKM no CeAOX, i p03nOBiAOTM 
ixHi icTopii, npamyAM nepeAOTM cmok HOCTaAbrii, ?iKa aswaq 
TOBpOM HeBMCAOBAeHOCTi HOIXHi ByCTO. 3a AonoMoroio BbpOHHfl 
TpofubKMM BMKMHyB repo'iHb 3i BipaneHoro nacy, nepeTBopMBmM 
HO K03K0BMX UOpiBeH, ?IKi 36epirOIOTb niCHi TO TaeMHMUi pOAy 30 
Mexeio nacy, 3a Mexeio idopif, y no3aHacoBOMy npodopi, Ae 
o6amhh5im npeAKiB, 3hohh?im, nicH?iAA i toaocom He 3arpoxye 
CMepTb. Ue AMBOBMXHe pimeHH?i bm?ibmaoc?i HecnoAiBOHO 
AieBMAA i TOHHMAA XOAOM. 36epirmM BiAHyTTfl OBTeHTMHHOrO M 
pyKOTBopHoro, boho hoaoao eTHNHOMy yHiBepcaAbHimoro 
xapaKTepy to, mo HOMBaxAMBime, - 3pyMHyBOAO 3aKomo6Ay 
LUKapaAymy ycTOAeHoro, pen’axoAA 3acip5irAoro y cbLaomoctI 
nocipoA?iHCbKoro ciepeoTMny cnpMMH?m?i yKpa'iHCbKoro ceAa. 
npM caMiM AMme no?iBi ho cueHi BMmMTo'fyKpaTHCbKoT copohkm, 
ueM ciepeoTMn bmkamkob i3 naAA’?ui cIdohtoaam mapoBapHMx 
CBflTKyBOHb i HeCKiHHeHHi AOHUIOXKM yKpa'lHOHOK y BiHOHKOX 
i nepBOHMx Ho6iTKax. «YKpaTHCbKe» CAiA 6yAO BiAOKpeMMTM 
BiA «paA?lHCbKOrO», «npOBiHUiMHOrO» TO «KOH’lOHKTypHOrO», 
i Tpo'fubKOAAy ue baoaoc?i. 36epirmM y BMdOBi nepBicHicib 
apxaiHHoT yKpai'HCbKoT nicHi, BiH napaAeAbHO BMKopMCTOBye He 
MeHm AOBHiM cxiAHMM koctiom. 3 c|DopMaAbHoro norAAAy ue 
AAOTAO 3AOTMC?! 6AI03HipCTB0AA, OAe, 51K BAyHHO 30yB0XMB IliTep 
Bpyx, «koam bm AAaeie cnpaBy i3 cyTHicHMAAM KOTeropi^iMM, TO HO 
npaKTMui Ayxe Ao6pe cnoAyHaeTbc?i Te, mo b Teopn cnoAynaTM 
He AAOXHO)) 15 . 

y CTBOpeHMX TpoiUbKMM KOCTIOMOX 6yAO XiHOHHiCTb, CBJITKOBiCTb 
i BOAHOHOC BiAHyTT?! TpOAMUiMHOTO. Y UbOMy 6yB AMBHMM 
OpMCTOKpOTM3M,?IKMM yTpMMyBOB OKTOpiB BiACnOKyCM BAOTMC5I AO 
iMiTOUII nOBeAiHKM po6iTHMHO-CeA?IHCbKOrO KAOCy, HapOAXeHO'f 
He TpaAMUiMHOlO KyAbTypOlO, OlT BMMpOHH?IM. YMMpOHHJIM 3eMAi, 
3 akoT niAAO m nocAiAOBHO BMAynaAM Ti Ayx i Bipy, bmmpohhjim, 
mo BP03MA0 HapoAHe OpMCTOKpOTMHHe, npOCTe TO HMCTe, 
cnoBHeHe riAHOCTi to Miui - caMe ocepA^i HapoAHoro, Moro 
cnoKOHBiHHy, TpaAMuiMHy AyxoBHy cyTHicTb. TpoiUbKMM LuyKoe y 
BMCTOBi iHmy YKpaTHy. BiH OA?irae cboio YKpaTHy b moBK. LLIobk, 
i3 ?IKOrO BLAAOBHa mMAM AMme HOMKpame CB5ITKOBe B6paHH?i; B 
mOBK, KOCTKDMM 3 SIKORD HOCMAO yKpa'lHCbKO mAJIXTO - CMMBOA 
AOCTOTKy TO BMmyKOHOCTi; mOBK, PM3M 3 ?IKOrO 6yAM HO CBflTMX B 
yKpa'lHCbKMX UepKBOX, OCKiAbKM HacnpaBAi 3B’?I30K i3 KyAbTypoio 
CxoAy 6yB He AMme y AOBHbOMy iHAOCBponeMCbKOMy KopiHHi. 
HaBiTb yKpa’i’HCbKi mapoBapM, ak i 6araTO 5iKi iHmi eAeMeHTM 
K030UbK0r0 KOCTIOMO, MOIOTb 30 AXepeAO TpOAMUiMHMM 
TypeubKMM OA?ir. 

Yxe b nepmiM BMCTOBi uMKAy TpoiUbKMM BiAMOBA?ieTbc?i BiA 

15 BpyK n. npeMMymecTBa mockm// BAyxAaiomaj] tohko. - Cn6.; M.: APT. 
-1996. 


in front of the veil-covered medieval paleface ghost of Lady 
Macbeth. Thus comes the birth of fantastic beings: a bird made 
of embroidered rushnyks (towels), a host of spirits of death and 
speechless idols from the steppe graves, witches whose young 
flesh was too juicy to be hidden behind the collar of Ukrainian 
dresses. Here, the Ukrainian merged with the Oriental, and the 
archaic blended with the medieval and the out-of-time. For 
Troitskyi’s fantasy created a world of archetypes and masks, a 
world of out-of-time obscurantism of fhe mind. This world was 
woven out of the material of Ukrainian folk culture. However, 
it hinted of some mysterial pre-time and pre-history. This space 
was probably more fairytale and surreal than not, but it was 
created with objects of especially dense textures: hand-made 
objects wet with blood, sweat and tears, soaked with the «dust 
of history» -- objects that spoke too much even in their silence. 
Some consider it blasphemous to treat the national costume 
in this manner, but the truth is that any successful use of folk 
costumes is practically impossible in the theatre : it is too 
difficult to wash them, to cleanse them of either the stereotypes 
attached to them or the stains of fhought-forms that eat it like 
mildew or vitrol that hide between the stitches of embroidery 
and the scattering of corrals. This stereotype was broadcast for 
so long and so insistently that it has penetrated every hole in 
the costume; it got rooted in the consciousness; it established 
a criminal relation between the terms of ((Ukrainian)) and 
sharovary (Ukrainian folk trousers), substituted the ((folk)) with 
((touristy,)) genuine and functional - empty decoration. 

Even in DAKH’s (dn Search of the Lost Time)) which restored the 
real surrounding of a village festival and strove for a natural 
and genuine restoration of the environment, no folk costume 
could be used. It would have robbed the play of that sense 
of authenticity by introducing strange and foolish festivity, 
probably because the Ukrainian folk costume has long since 
become old-fashioned even in Ukrainian villages and turned 
to ritualistic clothing worn only during special occasions: for a 
wedding, in death, for church (to be dressed for God like for 
death). 

Troitskyi clothed the heroines of his first folkloric play in oriental 
dresses. In this play, they sought and lost the meaning of life, 
sang and cried about lost time and the time departing along 
with the smell of old moldy farmhouses, along with the songs, 
wrinkled hands, and memories of their owners. These girls tried 
to sing like old women, to tell old women’s stories, to share the 
taste of nostalgia that has placed the seal of unspoken feelings 
on their mouths. With this, Troitskyi ejected them out of lost 
time, thus making them fairytale queens who keep the songs 
and mysteries of their families outside time and history, in an 
a-temporal space, where no death threatens their ancestors, 
knowledge, songs, and voices. This strange solution turned 
out to be unexpectedly effective and accurate: it preserved 
the sense of the genuine and authentic but gave the ethnic 
a more universal nature. Even more importantly, it destroyed 
the rusty shell of the post-Soviet stereotype of Ukrainian villages 
that has stuck like a rusty nail in people’s minds and, at the first 
sight of an embroidered Ukrainian shirt on the stage, evokes 
the phantoms of sharovary festivities and endless lines of 
Ukrainian girls in wreaths and red boots. The ((Ukrainian)) had 
to be separated from the ((Soviet)), the ((provincial)) and the 
((opportunistic,)) and Troitskyi manages it. In his play, he kept the 
authenticity of the archaic Ukrainian song, but at the same time 
used old oriental costumes. From a formal point of view, it might 
have seemed bla sphemous but, according to Peter Brook’s 
15 Brook P. The Advantages of a Mask // A Wandering Point.- St.P.; M.: ART, 

- 1996. -p. c 
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6e3nocepeAHboro unTyBaHHfl peaAbHOdi. BiH LuyKae 3ByK, 
cniBMipHMM i3 noro BHyipiLUHiM BiAHyujiM YKpaiHM, TicT, b kIm 
o6pa3M HapOAHMX iKOH, npOHM3AMBi M npnrOAOMLUAMBi apxa'lHHi 
TOAOCM HapOAHOIMy3MKM 3Mil_UyK)TbC5l i3 CyHOCHOfO peaAbHicTfo: 
noAiTMHHOfo py'iHOfo, 6e3iAeMHicTfo i mopa3y Bnpa3HiujnM 
KyAbTypHMM reHOUMAOM. BiH He ouiHfoe, a BiAA3epKOAfoe 
no3aHacoBy HauioHOAbHy ApaMy, HaMaracTbcsi po3KpnTn Tf 
Meiac|Di3MHHe KopiHm, 3aKAOAeHe, 3riAHO 3 noro BiAHyrrflM, y 
caMOMy c|DyHAaMeHTi yKpai'HCbKoT KyAbTypn. EBOAfouifo noro 
norA5iAy ho nomrra «yKpaiHCbKoro» moxho npocTexnTn n 
Hepe3 MeT0M0pc|D03M, LUO BLAbyBOfOTbCfl 3 KOCTfOMOM. 
YnpOAOBX UMKAy KOAeKLim HapOAHOrO B6paHH?l 303Hae 
HOMHeMMOBipHiLLIMX TpOHCC|DOpMauin. TpoTubKMM nOBOAMTbCfl 
3 HefO, 51K i3 KOHCTpyKTOpOAA, LUO AQG 3AAOry MOAeAfOBOTH 
HOBMM KOCTfOAA, HOBi 06p03M, 51 Ki BiAnOBiAOfOTb TeMi TO 

3aAyAAOBi nocTOHOBOK. 3AaeTbC5i / cnoHOTKy noro HanSiAbLue 
3axonAfoe cokobmtmm, HacnneHnn koaopmt, rAnbnHa cfcaKTyp 
i apxaNHicTb yKpai'HCbKoro OAflry. Arnue b ocTaHHin BncTaBi 
UMKAy CB5iTKOBa AeKopaTMBHidb Ha poahoT KyAbTypn BiACTynae, 
ABAflfOHM UiAKOBMTO iHLUMM CBiT. UapCTBO CTOpOBMHHMX peneM 
HeCnOAiBOHO 30XMA0 B «Aipi» iHaKLUMM XMTT5IM, OrOAMBLUM 
YKpaiHy, 51 koT xaxaeTbc?! n yHMKae naM’5iTb tmx, xto ni3HOB Tf. 
XaxaeTbC5l M COpOMMTbCfl, OCKiAbKM XMTT5I TMX, XTO HOpOAMBC5l 
b Tf nepeBi, - ue lua5ix yieni bla y6o3TBa to 6e3HaAiT, BiA 3amah1b 
i 3aHenaAy, luo AexMTb ho Mexi AioACbKoro n no3a uieio 
Mexeio. 

y «Aipi» boho HecnoAiBaHO nepeTBopMAac5i-o6epHyAac5i ho 
cohaa o6pa3iB i noHBap. Boho oroAMAa cboipohm: po3KonaBUJM 
MOrMAM, 3HOMLUAa CfcaHTOM naM’flTi, OrOAMBLUM ce6e, 51 K 
openeBAeHMM aaopok. Boho ctoao i_uenoTOM nacy, BiA 5iKoro mm 
HOM araeMOC5i BTeKTM, cxobotmcji, 5iKoro xoneMO 3peKTMC5i. 

Tok, ue 6yB CBiT YkpoThm, aAe HapoAHe Ha6yAO TyT 30BciM 
iHUJOrO 3ByHOHH5l M BM5IBMAO npMXOBOHe 3HaHH5l MeUJKOHUiB 
yp6aHidMHHMx CBiTiB npo Te, mo yKpaiHCbKe ceAO, jikmm 
npOKOTMAOC5l neKeAbHO MOUJMHO KOAeKTMBi3auiM i peXMMiB, 
yxe aobho e He AxepeAOM xmtt5i. He nacTopaAbHMM eAeMOM 
a6o HOAiMHMM CXOBKOM TpOAMUiM, O KAOAOBMLUeM XMTTiB i AOAb, 
HapOAXeHMX y HiM - npOCOHeHO 6iAHiCTIO TO 3AMAH5IMM «3eMA5l 
o6iTOBOHa», MOrMAO He3AiMCHeHMX AOAb i XMTTiB, nOXOBOHMX 
y HecTepnHOCTi. Ue npMBMA roAOAy, luo xMBe b noKOAiHH5ix i 
AMBMTbC51 p03nAI0meHMMM OHMMO B OCepA?l CHiB. Y «Aipi» BiH 
OTpMMOB CBOG 06AMHH5I - 3eMAMCTi, BKpMTi TpynHMMM nA5)MOMM 
o6pa3M nOCMepTHMX MOCOK, OA^lTHyTi HO XMBi 06AMHH5I 
OKTOpiB. Apxa'lHHMM npOTeOTpaAbHMM 3HOK, mo BOCKpeLuae 
CTapOAOBHiM KyAbT npeAKiB, np0HM30B nOAiceMOHTMHHe 
nOAe BMCTOBM HepBOHOfO HMTKOfO OHTponOAOril', 3MyLUyK)HM 
npMnOAQTM ByXOM AO 3eMAi M Kpi3b rOMiH KapHOBOAy CAyxaTM Tf 
HOApa, OCKiAbKM «Aip» MOAKDC CBiT 51K UOpCTBO MepuiB. 

51k i (dlpoAor ao «MaK6eTa», ue - no3aHacoBMM, MicfDOAoriHHMM, 
nOTOM6iHHMM npOCTip. Ue 3arpo6HMM CBiT, LUO HeCKiHHeHHO 
BiA6MBOCTbC51 y A3epKOAOX HOCiB. Ue BMCTOBO npo BOXKe HiHHe 
XaxiTT5l, CMepTHMM COH KOAeKTMBHMX HOUiOHOAbHMX CHOBMAiHb, 
xMMepHe nepenAeTiHH5i HenocAHyBOHMx KyAbTyp, o6pa3iB 
i 3HOKOBMX CMCTeM, CnOAyHeHMX MeTOAOM 6pyTOAbHOrO 
MOHTaxy. TeaTp, mo, ho nepLUMM norA5iA, HaraAye mohtox 
OT paKUiOHiB, no6yAOBOHMM HO HOACKAOAHOMy cnAeTiHHi 
KyAbTypHMX, OHTponOAOriHHMX, HOUiOHOAbHMX i TeaTpaAbHMX 
KOAiB. 

HepBOHOio hmtkokd b ubOMy 30A3epK0AbH0My xoAiHHi no MyKOX 
Mix yKpaiHCbKMM CepeAHbOBiHH5IM (COMe 3 Hboro BMBeAeHO 
HapOAHMM KOCTfOM i niCHfO), LUeKCnipiBCbKMM CepeAHbOBiHH5IM 
«Aipa» to CepeAHbOBiHH5iM cynacHOCTi (b «Aipi» 3homluob cboc 
3HOKOBe BiAo6paxeHH5i nocTpaA?iHCbKMM nepioA noHOTKy 90-x- 
Mac|Di03HMM CBiT, HO MOpc|DOAOrifO 5IKOrO CBOCfO HeprOfO HOKAOB 
BiA6MTOK CTBOpeHMM KiHeMOTOrpac|DOM Mic|D npo 3axiAHMM 
raHrcTepcbKMM eAeM i bcji npMTOMOHHa MOMy o6pa3HicTb), 
TQK OT, HepBOHOfO HMTKOfO B UbOMy Aa6ipMHTi CMHTe30BQHMX 


apt observation, «When you deal with essential categories, you 
can practically combine very well the things that would never 
combine theoretically.» 15 

The costumes he created were feminine, festive, and traditional. 
They were strangely aristocratic, which held the actors back 
from the temptation to imitate the manners of workers and 
peasants that were born not by traditional culture but out of its 
dying. The dying of the earth from which its Spirit and faith were 
extracted gradually and disgustingly; a dying that affected 
the folk aristocracy, the simple and the pure, the decent and 
the strong - the very heart of folk culture, its traditional spiritual 
essence. Troitskyi seeks another Ukraine in his play. He clothes his 
Ukraine in silk, from which only the best dresses were ever sewn; 
silk from which only the Ukrainian elite made suits. Thus, it was the 
symbol of well-being and refinement; silk whose vestments were 
seen on Ukrainian saints in Ukrainian churches. The connection 
with oriental culture was not just in ancient Indo-European roots; 
even Ukrainian sharovary, like many parts of Cossack clothes, 
came from the traditional Turkish style. 

Even in his first play of fhis cycle, Troitskyi refuses to copy reality 
directly. He seeks for a sound that would reflect his inner sense 
of Ukraine; a Ukraine where folk icons and the penetrating and 
outstanding archaic voices of folk music blend with the modern 
reality of political ruins, lack of ideology and growing cultural 
genocide. He does not assess; rather, he reflects the a-temporal 
national drama, trying to reveal its metaphysical roots that, as 
he believes, can be found in the very foundations of Ukrainian 
culture. The evolution of his view of what is «Ukrainian» can be 
traced, among other things, through the metamorphoses of the 
costumes he uses. 

Throughout the cycle, his collection of folk dresses go through 
unthinkable transformations. Troitskyi treats the costumes like a 
construction-kit that lets you create a new costume and new 
images according to the theme and design of the play. First he 
seems drawn mostly to the colorful depth of texture and the 
archaic character of Ukrainian clothing. Only in the last play 
of fhe cycle, the festive decorativeness of folk culture steps 
back to reveal a totally different world. The kingdom of ancient 
objects found new life in King Lear, exposing the Ukraine that 
terrifies and haunfs those who knew her. They fear her and feel 
ashamed, for the life of people born in her is a pafh of escape 
from poverty and hopelessness, misery and decay lying on the 
border of human nature and beyond. 

The collection has ((turned around», for in Troitskyi’s hands 
every object became capable of ((turning around», which, 
if one accepts ethnography, is a skill only of living beings. 
His collection, however, was a living being and, in King Lear 
it suddenly turned to be a host of images and grotesque 
figures. It revealed its wounds, uncovered graves, discovered 
a phantom of memory, bared itself like materialized darkness. It 
became the whisper of time -- a time we try to flee, hide from, 
deny... 

Yes, it was the world of Ukraine, but its people took on 
a completely different tone and uncovered the hidden 
knowledge of urban dwellers that the Ukrainian village, maimed 
by the hellish machine of collectivization and regimes, has 
long since lost. It is no longer a pastoral Eden or a safe-keeper 
of traditions, but a cemetery of lives and destinies born in it - 
soaked with poverty and grief, ((The Promise Land,» the grave of 
unfulfilled fates and lives buried in unbearable circumstances. 
It is a ghost of the Great Famine that lives on in generations and 
stares with wide eyes inside one’s dreams. ((King Lear» gave it a 
new face - earthly faces of deafh masks covered with death 
spots and worn by the living faces of actors. The archaic pre¬ 
theatrical sign that resurrects the ancient cult of the ancestors 
has pierced through the play’s polysemantic field with the 
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TpoTubKMM CeHCiB, CfcopM, CTklAiB i iAeM CTOB BMOKpeMAeHMM i3 
LueKcnipiBCbKoT TpareAM «Mic|D» a6o «aHTMMic|D» npo xoxambmm 
Kpax noTBopHo'f iMnepii, akmm y «LueKcnipiBCbKOMy unKAi» 
Bkipodae b MeiacfoxeT npo caMopynHyBaHH5i houil 
«KopoAb Aip» - c|DeHOMeHOAori?i po3naAy. Cmmboaom iAAnepif 
b TpoiubKoro dae 6iAnn nopoLuoK. TopriBui hqpkotmhhmaam 
BMAMBOMM - BOAOAOpi UOpCTBO \A\03\\A i Cn’flHiHHfl - nOCTOIOTb y 
nepLuoMy aKTi b ambhIm CTMAbauii, s\kq HaraAye mocb noAibHe 
AO HeMMOBipHOI CyMiLUi KapTMH CepAxo AeOHe, paHHbOrO 
TapaHTiHO TO BeHAepCOBOrO «rOTeAIO MiAbMOH AOAapiB». 
Ue TeaipaAbHO CTMAbaUM HiMOl ynOBiAbHeHOI KiHOCTpiHKM B 
xaHpi BecTepH, mo MeTacUopnnHO po3noBiAae nepe3 iciopiio 
LueKcnipiBCbKoro «Aipa» npMTHy npo hoc to HauioHaAbHnn 
COMOreHOUMA. 

y uiM MMCTeUbKiM KOHCTpyKUM KOCTfOM, n0360BAeHMM CAOBO, 
uiAKOBmo no36aBAeHMM LueKcnipiBCbKoro TeKdy, OTpkiAAye 
AAiCLie OAHiei 3 HaMBaXAMBiLLIMX 3HOKOBMX CMCTeM. BiH He 
AMLue CTBopioe cepeAOBkime, mmttcbo 3MOAbOBye Tnnn m 
yce naByTMHHfl couiaAbHMx B3aeMMH, Tnnbyc m couiaAi3ye 
nepcoHaxiB. CMepTb, KopoAb-HapKobapoH, AoHKM-HapeneHi, 
BAa3eHb, OclDiuiaHTM - Bni3HOBOHi Tkinn, o6pa3M-KAiuje. TpoTubKMM 
3Mii_uye b AAMCTeubKOAAy TeKdi hocm, ctmaL enoxki m ecreTMKM, 
KOpklCTyiOHMCb 06pa30AA 51 K C|DOpMyAOK). BiH 3il_UTOBXye enOXM M 
HOCkl! i TKOHMHO BMCTOBM BMbyXOC HM3KOK) CMMCAOBMX 3B’fl3KiB i 
P03I0HMX y3araAbHeHb. 

BeciepH 51 k npodip i hoc, Ae He Aie 30 koh, CBiT, y ?iKOMy 
3pyMHyBOAac5i BepTMKaAb ycix niABOAMH i MOTepm 6yu5i, 
p03nAMBaf0HMCb, nA03yG no ropM30HTOAi HeCKiHHeHHO AMKOrO 
AOHALuac|DTy. Ue nepexiA cycniAbCTBa nepe3 nycTeAfo, hoc 
noAiAy3eMAi, baoam, KaniTaAyTaxMBMXAyuj.Hac cepeAHbOBiHHMx 
KpMBOBMX 3BMHa'lB. 

KpaiHO MepuiB, rOAOTM 3 HOpHMMM 06AMHH51MM, HUG XMTT5I 
6yAO BMBepHyro HOBMBopiT CTOAeBMAAM naAbi_i,5iMM noHeproBMx 
peXMAAiB. y «Aipi» rpaiOTb AI0AM-30M6i, MaCKM, mo 3AiMCHKDK)Tb 
COUiaAbHMM pklTyaA. TOAOBO MOG AOHAAMBO HOXMA5ITMC51 AO MMCKM 
3 HapKOTMHHMM BapeBOM dpaxiB i iAKD3iki. Cnpo6a HenoKopM 
KapaGTbC5i y ubOAAy CBiTi CMepno, nepeA akoio BiA6yBOGTbC5i 
KOAeKTMBHO HOpyra HOA XepTBOIO. TOTeMHe, pOAOBe B UbOMy 
pa3i BM5IBA51G Ce6e 51 K BiACyTHidb iHAMBiAyaAbHOI CBiAOMOCTi TO 
BOAi. CBiT, y 5IKOMy 3pyMHOBOHO nOH5ITT5l OCOSMCTOCTi. BiAHyTT5l 
M nOH5ITT5l apMCTOKpaTMHHOrO 3AOAAOHO B AKDAMHi. B niArpyHTi 
iCHyBOHH51 AeXMTb npMHMXeHH5l. Ue 0 C 06 aMBMM 30MKHeHMM CBiT, 
no6yAOBOHMM HO AMBHOMy KyAbTi, B OCHOBi 5IKOrO AeXMTb CTpax i 
3He0C06AeHiCTb, OCKiAbKkl B HbOMy HeMOG Bipkl M AAOAMTBM, OAe 
g CTpax, 5iKOMy, 3arAymyiOHM noro, cala npkiHOCMTM xepTBM. 
Po3MipeHO m 6e3MOBHO, Hane b neKAi. 

Mic|DOAori5i i AAopc|DOAori5] KOAeKuff yBinmAM b «Aipi» y ambhmm 
pe30H0HC. y penax nonaAa 3BynaTM TeMHa icTopMHHa naAA’?iTb, 
nocMyroBOHa mpaMOMM Bin h i penpecin, naAA’5iTb npupeneHOCTi 
to po3nany CBiTy, 3acyAxeHHoro ho CMepTb. Apyrnn okt «Aipa» 
- ue BMUBiAi, Bkl6A5IKAi B6pOHH5l, KOCTIOM n0360BAeH0 CB5ITKOBOT 
6iAOTki yKpaiHCbKOi copoHKki, 6iAi «pymHMKki» ho nopHin 
3eMAi, CeA5IHM 3 HOpHMMM o6AMHH5IMM. y rpy3Kikl p03MipeHikl 
pMTyaAbHOCTi «Aipa» Hane HiMMM kpmk MepTBkix poTiB 3ByHMTb 
o6pa3 30-x- cUohtom ToAOAOMopy. 

«KopoAb Aip» TpoiubKoro - ue MicTa MepTBkix. BiA6kiTKM, 3H5iTi 
3 o6amh xmbmx aKTopiB, Hane BiAmapoBaHa «mKipa». 3acTkirAi 
3AinKM XMTT5I, 3AinKM TAiHy, mO CTOAM MOCKOMM 3 p03BepCTMMM, 
51K y MepTBkix pkl6, ByCTOMkl TO OHHklU51Mkl, CTBOpklAkl a6COAKDTHe 
BiAHyTT5l MepTBOT nAOTi. Mkl 3 AklTklHCTBO 3HOGMO, mO CMepTb 
BkirAJiAac caMe tok, TOMy mo ue o6pa3 nepmoT mockm - 
MacKki CMepTi - HOMAOBHimoT pkiTyaAbHoT mockm, CTBopeHoT b 
A oicTopMHHi hocm 3 blahmlubhmx BiA M’5ica HepeniB npeAKiB. 
ICTOpi5l BMHMKHeHH5l i p03BMTKy MOCKM - Ue OKpeMO, UiAKOM 
oco6ambo CTopiHKa b icTopif AaxiBCbKo'j cueHorpac|Dii' TO 
koctiomo. nepmi mockm (mockm CTapoi to PacKOAbHMKOBa) 
6yAO CTBopeHO IropeM AemeHKOM me aa?i npoAory 


red thread of anthropology. It made the audience give ear 
to the earth and listen to its bosom through the noise of songs 
and carnival, for King Lear pictures the world as a kingdom of 
kidnapped corpses. 

Just like «Macbeth. Prologue)), Lear’s is an extra-temporal 
mythical otherworldly space. It is the afterworld that is endlessly 
reflected in the mirrors of time. This is a play of a sticky nightmare 
- a death dream of collective national dreams - an intricate 
combination of immiscible cultures, images and systems, 
assembled via forceful montage. This theatre looks like a 
montage of attractions; it is built on an extremely complicated 
web of cultural, anthropological, national and theatre codes. 
((King Lear)) reflects the post-Soviet period of the early 90’s - 
the world of mafia, whose morphology was also impacted 
by the film-created myth of the gangster Eden in the West. 
Folk costumes and songs were born in the Ukrainian Middle 
Ages. In this mirror-world wandering between Ukrainian and 
Shakespearean Middle Ages, ((King Lear)) follows a certain red 
thread. In the labyrinth of meanings, forms, styles, and ideas 
synthesized by Troitskyi, the red thread is Shakespearean 
tragedy’s «myth)> or ((anti-myth)): the horrible collapse of a 
terrible empire, which, in the ((Shakespearean Cycle)), develops 
into a meta-plot of the self-destruction of a nation. 

King Lear is a phenomenology of disinfegration. Troitskyi’s 
symbol of empire was whife powder. Traders in drugged visions 
are rulers of fhe kingdom of illusions and intoxication. In the 
first act, they are hyper-stylized, presented as a mix between 
Serge Lione, early Tarantino and Wim Wender’s « Million Dollar 
Hoteb.This theatrical stylization is a silent and slow western, 
metaphoricaly using Shakespeare’s King Lear to tell the parable 
of time and national genocide. 

In this artistic construction devoid of the words of Shakespeare’s 
text, the costume becomes one of the main sign-systems. It does 
not only create the environment, immediately drawing every 
type and web of social relationships, but typifies and socializes 
its characters. Death, Drug-Baron King, engaged daughters. 
Jester, Waiters - all these types are well recognized, cliches, 
even. Troitskyi mixes times, styles, epochs and aesthetics in one 
artistic text, using images as a formula. He confronts epochs 
and times, breaking the fabric of fhe play with a chain of 
semantic connections and shocking generalizations. 

As a piece of space and time with no laws in effect, where the 
vertical of all foundations and matter has collapsed, this western 
creeps along the horizontal of an endlessly wild landscape. This 
is the passing of society through the wilderness; a time for the 
distribution of land, power, capital, and living souls; a time of 
bloody medieval mores. 

A land of corpses, beggars with blackened faces, whose lives 
are turned inside out by the steely fingers of changing regimes. 
King Lear has zombies and masks for its characters, playing 
a social ritual. The head must bend survilely to the bowl of 
drugged mixture of fears and illusions. An attempt at defiance 
in this world is punishable by death, following the collective 
abuse of fhe victim. The totem is seen as an absence of 
individual conscience or will. This is a world where all personality 
is eliminated. All aristocratic upbringing has been crushed. 
Existence is based on humiliation. This is a special, closed world, 
built on a cult, on the basis of fear and anonymity. There is no 
faith in it, no prayer; there is only fear. And to silence this fear 
one must sacrifice fo it. Everything is measured and silent, like 
in hell. 

The mythology and morphology of the collection in King Lear 
had a strange resonance. Objects began to resound with the 
dark historical memory scarred by wars and repressions, with 
the doom and despair of a world sentenced to death. The 
second act showed faded clothes, costumes that lost the 
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«...HeTBeproro AMLUHero...». 3 hocom BiH CTBopfoe uiAy KOAeKuifo 
MOCOK AA5I BMCTOBM ((KOM’flHe KOAO». 

Mockm Iropa AemeHKa no3baBAeHi xMTTenoAibHOCTi, bohm 
BkionyKAKDfOTb i rinep6oAi3yfOTb pmcm o6amhh5i, ctbopiokdhm 
Bni3HaBaHMMTkin,?iCKpaBMMxapaKTep. BeAMne3HiHOCM, nyxKeHbKi 
ry6KM to nepBOHi lunkm otpaahmx AiBHOT, niAHATi 6poBM m Kkipnaii 
HOCM, o6’GMHi KOCM KpOCyHb i AMCKyni MOKiBKkl K030KiB. U.i MOCKM 
cnoBHeHi rpoiecKy, npoMHsui xapaKTepHicTfo m HauioHOAbHMM 
KOAOpMTOM, BOHM K03K0BL AemeHKO AMBMTbCfl HO O0AMHH5I, HOHe 
Kpi3b BeAMne3He 36iAbi_uyBaAbHe ckao, luo 3arocipK)e pmcm 
O0AMHH5I, BMCTOBAflC HO 30r0AbHMM OrA5IA MOrO BOAM TO HeCHOTM, 
OKUeHTye CBOCpiAHiCTb, BMflBAflG XapaKTep. 51k KpMMiHOAiCT, BiH 
AOCKOHOAO 3HOG 3B’5I30K Mix C|oi3iorHOMiKOK) TO nCMXOAOnCK) 
M BMpi3H?ie B oSAMHHi TOAOBHe. llpOTe MORD nOrA?lA 30BXAM 
ipOHNHMM. FlKOfOCb AAipOfO TBOpiHHfl AemeHKa CaMOAOCTOTHi: 
BOHM e «nopipeTOM», i BMpa3Hi HOBiTb 6e3 OKTOpa TO MOrO rpM. 
BeAeieHCbKi mockm «KaM’5iHoro koao»- ue mocb cepeAHe Mix 
MOCKOfO TO BeAMKOfO BepienHOfO ASlAbKOfO, mo 3arOAOM Mae 
KopiHm b TpaAMun Bepieny to HapoAHoro Teaipy. 

30BCiM iHOKme BiH BHMHMB, CTBOpfOfOHM MOCKM AyxiB AA51 BMCTOBM 
(dlpoAor ao «MaK 6 eia», aAe m TyT Moro tok como He3MiHHO 

XMBMTb nOHyTTfl, KOpiHHfl 5IKOrO - B S13MHHMUbKiM yKpaiHCbKiM 
hm paAme npayKpaiHCbKiM KyAbTypi. BeAeieHCbKi o6amhh5i 
no36aBAeHMx Aymi noxMypMx iAOAiB i3 AOBHix motma, umkaoihm 
m ceMMOKi o6pa3M KMHyTMx y HenaM’?iTb 6oriB moxho 6yAO 6 
Ha3BOTM FlOXMypMMM TO p03Af0HeHMMM, 51K6M BOHM MOAM B C 06 i 
xona 6 mocb AfOACbKe. AAe bohm He moam, ocKiAbKM ue 6yAM 
CMAM M AyXM, BMnymeHHi 3 BOAOrOI niTbMM bOAiT, AiciB i hoap 
3eMAi. 

Ue 6 yAM odaHHi mockm AemeHKa. HaciynHMM ma 6 AeM b 
iCTOpil AOXiBCbKMX MOCOK CTOAM MOCKM HOTOAM MapMHeHKO, 
CTBOpeHi AA5I BMCTOBM «PiHOpA III. llpOAOD). HOBOrO MOMCTpO 
mocok - TBopm rincoBMx o6amh i roAiB, BeAeieHCbKMx tbopmh 
i AflAbOK i3 CiHO, K03K0BMX y 6 paHb-KBmB, mO CflfOTb y TeMpflBi, 
BeAeieHCbKMx nanepoBMx 06 ’eKTiB - «AAX» Ha 6 yB y AMui 
HaTOArf MapMHeHKO m OAeKcm HyxHoro 30ba?ikm nocTOHOBui 
«yKpaiHCbKoro AeKOMepoHy», 5iKy Tpo'fubKMM y 2005 poui 
3AiMCHMB ho cueHi OAecbKoro yKpa'iHCbKoro OKOAeMiHHoro 
My3MHHO-ApOMOTMHHOrO TeOTpy iMeHi B. C. BaCMAbKO. AA5I po 6 iT 
ho BeAMKiM cueHi TpoiubKOMy noTpi 6 eH 6 yB xyAOXHMK, aAe BiH 
3anpocMB ao cniBpo 6 iTHMUTBa He cueHorpac|Da, a MOAOAy 
OAeCbKy MOMCTpMHfO, 51 KO nepeA TMM npaUfOBOAO 51 K XyAOXHMK- 
KepaMid. HaTOAi?! MapMHeHKO CTBopfoe AA5i «AeKOMepoHy» 
3iTKOHi 3i CBiTA51HMX HeOHOBMX HMTOK BiipflKM, 6 yAMHOHKM, XpeCTM, 
mo 36epirafOTb y TenAiM TMmi Honi TeHAiTHi Mic?iHHi o6oaohkm, 
HOHe OC5151Hi 3CepeAMHM MOriHHOfO npMCyTHiCTfO HeBMAMMMX 
iCTOT. U5I HeOHOBO iHCUepHOAbHidb, BMmMTO Ha HOpHiM 
KOHBi cueHM, 3aHypeHiM y HenporA5iAHy TeMp5iBy, bhocmao 
B npodip MiCTMHHe BiAHyTT51 nOMMHOAbHMX pyCOAbHMX CB51T, 
TOCMHMHy OTMOCC|Depy o6T51XeHOT BMAiHH51MM yKpaiHCbKOI 
HOHi. HeOHOBi oS’GKTM, 51 Ki, XOH 51 K AMBHO, BeAbMM OpraHiHHO 
BnMCOAMC5i b HaTypaAbHe cepeAOBMme ((YKpaiHCbKoro 
AeKOMepoHy», 3roAOM nopoAMAM b Teaipi «AAX» uiAy cepifo 
«HeOHOBMX» KOCTfOMiB i AeKOpOUiM, mO p03ropTOAM HOnp51MOK, 
nepeMH51TMM BiA AHApia BapTCHCBO. Tx Tpo'fubKMM i MapMHeHKO 
BMKOpMCTOByBOAM B TeOTpOAbHMX nepcUOMOHCOX. 

Tok y Teaipi «AAX» 3 ’sibmbc 5 i me oamh xyAOXHMK. XyAOXHMK, jikmm 
51CKPOBO TO OpMriHOAbHO npOAOBXMB 30KA0AeHy AemeHKOM 
TeMy MOCKM i p03BMHyB'ff B HOMBOXAMBimy M HeBiA’CMHy HOCTMHy 
TBOpeHOl'Tpo’fubKMM MMCTeUbKOI CMCTeMM. MOCKM MapMHeHKO 
AMBOBMXHO TeOTpOAbHi. 36epirOfOHM OBTOpCbKMM nOHepK, BOHM 
OpraHiHHO BriMcaAMC5i b TeaipaAbHy ecieTMKy Tpo'fubKoro, 
CTOBmM OAHMM i3 UeHTpOAbHMX eAeMeHTiB uiAiCHO’f MMCTeUbKOf 
CMCTeMM. 

y ((PinapAi lll» mocko - o6amhh?i A5iAbKM. Apyra hocimho 
M eiac|Di3MHHoro noAiTMHHoro Teaipy «TpareAiM baoam» 5iBA5ie 
AfOAMHy-irpaujKy - MapioHeTKy, no36aBAeHy baochoi BOAi to 


festive whiteness of Ukrainian dress, white rushnyks on black 
soil, and peasants with blackened faces. The strictly measured 
rituals of «King Lear» are like a mute cry of dead mouths. Here is 
a picture of the 1930s - the phantom of the Great Famine. 
Troitskyi’s «King Lear presents a city of the dead. Molds of the 
faces of living actors look like peeled off «skin». Frozen molds 
of life and decay become masks with wide open mouths and 
eye sockets, like fish, creating the absolute reality of dead 
flesh. We always knew that this was what death looks like, 
because the image of the very first death we ever face - the 
death mask - is the most ancient ritual mask of pre-historic 
times, made of ancestors’ skulls. 

The history of the mask and its development is a separate page 
in the history of DAKH’s scenography and costume. The first 
masks (those of the Old Woman and of Raskolnikov) we made 
by Igor Leschenko for the prologue to ((Fourth Man Out». Later, 
he made a whole collection of masks for «The Stone Circle)). 
Igor Leschenko’s masks have no likeness to life. They emphasize 
and hyperbolize cerfain facial features to create an easily 
recognizable type: huge noses, plump lips and bright red 
cheeks of stout maidens; upturned brows, snub noses and 
thick plaits of belles, fhe glossy bald heads of Cossacks. These 
masks are grotesque, full of character and national color. 
They are fairy. Leschenko looks at a face as though through 
a huge magnifying glass that accentuates every feature, 
highlighting its defects and virtues, emphasizing uniqueness, 
finding character. As a criminalist, he was well aware of the 
connection between physiognomy and psychology, so he is 
able to point to the main feature in every face. He is also ironic. 
In a way, Leschenko’s creations are always self-sufficient: they 
are ((portraits,)) expressive even without an actor and his craft. 
The huge masks of ((The Stone Circle)) are something between 
a mask and a nativity doll, both of which originate in nativity 
tradition and folk theatre . 

He followed a different path in creating masks for the ghosts 
of ((Macbeth. Prologue.)) But even here we get the feeling of 
roots that go back into Ukrainian pagan or rather pre-Ukrainian 
culture. The grand faces of dark inanimate idols from old hills, 
Cyclopes and seven-eyed countenances of discarded gods 
could only be described as gloomy and fierce if indeed fhey 
had any human features in them. But they didn’t, for they were 
forces and spirits freed from fhe damp darkness of swamps, 
woods and the bowels of the earth. 

These were the last masks made by Leschenko. The next stage 
in the history of DAKH’s masks were those made by Natalia 
Marynenko for ((Richard III)). She made her masks in fhe form 
of cast faces and heads, big hay animals and dolls, flower 
dresses that shone in the darkness, and large paper objects. 
DAKH found Natalia Marynenko and Alexey Nuzhnyi through 
((Ukrainian Decameron)), a play Troitskyi staged in 2005 at the 
Odessa-based Vasylko Ukrainian Theatre of Academic Musical 
and Drama Arts. To work on such a big stage, Troitskyi needed 
a new artist, but he did not invite a scenographist. Instead, he 
invited a young artist from Odessa who had previously worked 
only as a ceramist. For ((Ukrainian Decameron)), Marynenko 
weaved shining neon mills, houses, crosses, and fragile moon 
shells in the soft night. They looked as if invisible creatures 
were magically present inside them. This neon infernality, 
embroidered against the black darkness of the stage, gave 
a mystical feeling of memorial festivities by mermaids, a 
mysterious atmosphere of Ukrainian nights heavy with visions. 
Strange as it may seem, her neon objects blended organically 
with the natural environment of ((Ukrainian Decameron)). Later, 
DAKH started a whole new series of «neon» costumes and 
decorations. Troitskyi and Marynenko used them in theatre 
performances. They developed this trend after A. Bartenev. 
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CBiAOMOdi. Ue «Teaip Kapa6aca-Bapa6aca»: irpaujKOBi akdam b 
AeKopaTMBHMx bapBncmx KOCTfOMax BMTaHUbOByfOTb y npo3opin 
HMCTOTi 5inoHCbKoro npodopy HecKiHneHHy, 51 k Ty3eMHe cbsito, 
uepeMOHifo, mo nepeBOAMTb Txh e xmttsi b He6yu?i. PinapA 
aomog xkiTTfl, Hane cipHMKM, aAe BiH coaa AMLue xaAforiAHa 
AAapioHeTKa b pyKax Himo. 3AaeTbca, mo 3a mockomm ((PinapAa 
lll» nopoxHena, mo ui 6iAi «mockm nopoxHeni» KpaAyTb y AfOAen 
TxHi o6amhhsi to Aymi. 

Bohm cnpaBAi <(KpaAyTb» Tx. 3AinAeHi 3 nan’e-AAame no3a 
MexaAAM 6yAb-51KMXTeXHOAOriM i KOHOHiB BkirOTOBAeHH51, ui MOCKI/I 
— 3acTMrAa cyS’eKTMBHidb, «6pexH?i OAHoro, OAflmyia ho o6amhh?i 
iHmoro». Ahbobmxho, aAe 3 uboro nopymeHH?) TpaAnuiM, axe b 
iHmoMy Teaipi aaoao 6 pynHyBam MMCTeubKy TKOHMHy bmctobm, 

CTBOpfOfOHM SpeXAMBe, XBOpobAMBe M BLApa3AMBe BiAHyTTfl, B 
«PiHapAi» HapOAXyeTbC51 o6pa3 i AAMCTeUbKe BMCAOBAfOBaHHfl. y 
napaAOKCOAbHMM cnoci6 HeipaAnuinHa, nocnixoM 3po6AeHa 
C|DOpMa yBiMLUAO B pe30H0HC i3 BHyTpimHbOKD CyTTKD, 3 TeAAOKD 
BMCTOBM. BapBMCTe, CBflTKOBe AiMCTBO «PiHOpAO» - 06p03 
6e3rAy3AoT clDaHTacMaropiT, iAA’si ?iKin «yKpaTHCbKnn MicieHKOBnn 
noAiTMHHMM Teoip». ((PinapA lll» - ue CBoepiAHMM «cxiAHMM Teoip 
nO-yKpai'HCbKM»- 6e33AAiCTOBHMM i AMKMM pMTyOA, 30 3KMAA HeMOG 
Mic|Dy, LUKOAM, AyXOBHOT TpaAMUlf, KOHOHy, C|DiAOCOC|Dll', HeMOG 
nparHeHH?) AO TOHHOCTi TO AOCKOHOAOCTi - e AMLLie HeBCMTMAAe 
XOMCbKe 6axaHH?l AlOACbKOrO «ErO» AO CaMOBMpaxeHHfl TO 
BAOAM. MaCKO, AJIAbKO AOXiBCbKOrO «PiHOpAO» - He «AAOAeAb», 
a rpa BMnaAKy to cyb’cKTMBHOCTi, 6erAy3Aa AeKopoTMBHa 
BMxoAomeHa cfcopMa. ((PinapA lll» - kpmbobo rpa nopoxHeni 
- pMTyaA xepTBonpMHeceHH5i, cyTb i ceHC sxoro aobho 
BTpaneHO. 

CueHorpacUm «YkpoThm MidMHHoT» - AMBHe BnpaxeHHfl nacy, 
51KMM He TBOpMTb CBOrO KOHOHy, CBOCI KyAbTypM. CTBOpiOIOHM 
MMCTeUbKMM CBiT, TpoTUbKMM BMKOpMCTOBy C AMme MOTepilO 
npOAOBHix mOAeHHMKiB Hacy TO HMdi CTMXN, TOKi ?IK BOrOHb i 
BOAy, AAOCKM (?IK 3AinOK i3 XMBOrO o6AMHH?l). BiH 3HOXOAMTb KpOCy 
B yAAMpaHHi, 6aHMTb Tf B AAMHyAOMy TO HMCTOTi He 30HenAeHMX 
KyAbTypoio nepBHiB. Ctbopmtm nepeKOHAMBMM cynacHnn 
TeOTpaAbHMM KOCTIOM, KOCTKDM, 51KMM 6m 6yB eKCTpOKTOAA 
xmtt?i i npeAMeTHO-penoBMx xapaKTepMCTMK aa?i uboro Teaipy, 
npo6AeMOTMHHO, OCKiAbKM HOBO, n0360BAeH0 MMHyAOTO 
MOTepi?) cbockd npoMeHMCTOio HanoBHeHicTio nporpae nepeA 
piHHIO CnpOBXHbOlO, piHHIO AAy3eMHOIO. 

Teaip TpoiUbKoro ao caM03a6yn?i, 30koxoho, 3axonAeHO 
BMmyKye Kpacy. «YKpaTHa AAicTMHHa» - ue npMroAOMmAMBe 
KBiTyBOHHfl KpOCM, OAe B UMX BMCTOBOX BOHO 30BXAM CniBiCHyC 
3 xoxom i CMepTio. I ?iKmo AOCAyxaTMc?i, aaoxho nonyTM, 
mo BiAroMiH CMepii AyHae y commx penax, npMpeneHMx 

HO BAAMpOHH?! AKDAbAAM 6e3 KOpiHHfl. Ue XMTT?l AAiX EpOCOM i 

Tohotocom. y ubOMy BeAMH i cyTb uboro Teaipy. 

Khmto TiHeM 

%Kl±XO yBOXHO p03rA51AOTM XpOHiKy AOXiBCbKOrO XMTT?i: nOBiAbHO, 
6e3 nocnixy, niAHOCAHM ao CBiTAa m AeTOAbHO bmbhoiohm xoxeH 
KOAp... y KiHO b pyci cipiHKM, b 6e3nepepBHiM HM3ui koptmh e 
Te, mo HapoAMAO KiHeMOTorpacU tokmm, ?ikmm BiH e: Micue 
CKAefOBOHH?!, TOHKO 30BAAMp0HH?l... AAMTb, KOAM HO CTMKy ABOX 
peaAbHOCTeM HapOAXyiOTbC?) HOBi CeHCM, BMHMKOC peaAbHiCTb 
c|DiAbAAy. MMCTeubKe xmtt?i «AAXy» 3AAOHTOBOHe «nepe3 
HopHe». Mix abomo enoxaAAM cueHa «AAXy» nponmAO c|Da3y 
3aTeAAHeHH?i. MopoK, HenpoHMKHMM MopoK oropHyB cueHy 
miAbHoio TbAAOio. TbMa erMneTCbKa... TbMa, mo TeMHima BiA 
HOMHOpHimo'l TeAApSIBM, TeMHima BiA TMXOI 6e3MiC51HHOT HOHi. 
MopoK cxobob yce. KpiM amxohh?i. KpiAA npMcyTHOCTi. KpiAA 
AlOACbKOrO TOAOCy. 

«AeBOHKa co cnmKOMm 3 a n’ecoio KLIMa HoraAye kpok y 


Thus DAKH acquired a new artist, an artist who brightly and 
originally continued the evolution of Leschenko’s mask, 
developing its important and indispensible role in Troitskyi’s 
system of art. Marynenko’s masks are very dramatic. They 
preserve their author’s signature but became part and parcel 
of Troitskyi’s drama aesthetics. They are now one of fhe central 
elements of his whole artistic system. 

In Richard III, a mask is the face of a puppet. The second part 
of fhe metaphysical political drama, the ((Tragedy of Power», 
shows a human puppef devoid of all will and consciousness. 
This is the ((theatre of Karabas-Barabas»: human puppets 
in bright costumes dancing in the transparent purity of a 
Japanese space in a never-ending ceremony fhat resembles 
an aboriginal dance and leads fhem into non-life. Richard 
breaks lives like matches, but he too is a mere puppet in the 
hands of Nothing. It seems that the masks in ((Richard lll» hide 
only emptiness; these white ((masks are void», stealing people’s 
faces and souls. 

They do ((steal» fhem. Manufactured with no thought of 
technology, these papier-mache masks are frozen subjectivity, 
one’s (die put on the face of another.)) Strangely, this violation 
of traditions, which would have disrupted the artistic fabric 
of a play in any other theatre by forcing deceptive, painful 
and repulsive feelings, gives birth to an image, an artistic 
expression in ((Richard III)). Paradoxically non-traditional and 
hurriedly made, this form blended with the inner essence and 
theme of the play. The bright and festive action of«Richard III)) 
is a ludicrous phantasmagoria by the name of the ((Ukrainian 
provincial political theatre.)) ((Richard III)) is a sort of ((oriental 
theatre in Ukrainian)) - a senseless and absurdly wide ritual that 
uncovers no myth, no school, no spiritual tradition or canon, no 
philosophy or striving for accuracy and perfection. It contains 
only the insatiable boorish desire of fhe human <(Ego)) for self- 
expression and power. Masks and puppets of DAKH’s ((Richard 
III)) are not a ((model)), but a game of chance and subjectivity, 
a meaningless and empty form. ((Richard III is a bloody game of 
emptiness, a sacrificial ritual whose sense and meaning have 
long since been lost. 

The scenography of ((Mystic Ukraine)) is a strange expression of 
time that creates no canon or culture of its own. In creating this 
artistic world, Troitskyi used only the material of ancient diaries 
and such pure elements as fire and water. His masks are prints 
of living faces, and so fhey are elements too. He finds beauty 
in dying; he sees beauty in the past and in the purity of the 
untouched cultures of the primary foundations. To create a 
convincing modern-looking theatrical costume that would be 
an extract of life and objective characteristics of this theatre 
is problematic, for new material, without the past but with its 
shining density, loses to the real objects stored in museums. 
Troitskyi’s theatre is focused on a devoted and enthusiastic 
search for beauty. ((Mystic Ukraine)) is a stunning blooming 
of beauty, but it always coexists with horror and death in his 
plays. And if we lisfen hard, we can hear the sound of deafh in 
objects that are doomed to die like people without any roots. 
This is life between Eros and Thanatos. This is the greatness and 
the essence of this theatre . 

The Book of Shadows 

If one looks carefully at the chronicle of life at DAKH as it slowly 
comes to light, and studies every step of the way, one will see 
the movement of film in it, the continuous succession of stills. This 
is how cinematography was born: the place of gluing fogefher, 
the point of freezing... fhe moment when the edge between 
two realities brings new meaning, new reality. The artistic life 
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HopHy Aipy BcecBiiy. Hepe3 n’flTHCiAUflTb xbmamh nicAFi nonaTKy 

BMCTOBM OKTOpKO nOnepeAXOC, LUO 30 AAMTb 3HMKHC CBiTAO. 
Moro CAMHMM AXepeAOM 30AMLUMTbC5l KOpo6KO dpHMKiB 
- 60 CipHMHKiB, 51 Ki OKTOpKO 3anaAfOC npOT5irOAA BMCTOBM. Y 
UiM OAK)3iT HO OAHOMMeHHy K03Ky AHAepceHO KLIM 3QKAQB, 
moxambo, HOMnoiyxHiLuy cueHorpac|DiHHy iAeio ocTOHHboro 
Hacy. (((OCTOHHiM HOC)), ((OCTOHHi HOCM», ((OCTOHHi TeOTpOAbHi 
HOCM» BMHMKQC, LUKpe6eTbC5l, npOCMTbC51 HO nanip: COH51HHe 
30TeMHeHH5l, 3HOMeHH5l-npOBimeHH5l ((OCTOHHiX HaciB» - me 
OAHO napaAeAb, LUO BiAHMTyCTbCFI B nOAiCMMCAOBOAAy TeKCTi 
KLIMiBCbKOi n’GCM). 

«AeBOHKa co cnmKQMW) - «Hophmm kboapot» y Teaipi. Teaip, 
mo icHyc no3a cueHorpac|Dieio. Teaip, 3BiAbHeHMM i3 noAOHy 
nomep6AeHMx CTOAiujiMM cfcopM i 3aiepTMx iAeiM, mo HecyTb ho 
C 06 i TOBpO naM’51Ti «30AHMK0». U,e CMepTb 3PMAAMX 06 OAOHOK. 
HyAbOBMM umka y cueHorpac|DiT. MopoK norAMHae npeAMeTHy 
peaAbHiCTb CUeHM. BiH 3HMmye MOXAMBiCTb ((AMUeAiMCTBO)) M 
BOCKpemae Teaip 51 k eK3MCTeHi_ijio cniAbHoro 6yn5i, MOXAMBiCTb 
CnOBiAOAbHOCTi TO LUMpOCTi. Teaip, 3BiAbHeHMM BLA ny6ANHOCTi. 
Teaip, mo 3a6Mpae b tajiaohIb i OKTopKMixHi AAomKapM to tIao. Tyi 

KOXeH 30AMmaGTbC5l HOOAMHUi. 3 TeKCTOM, 3 TOAOCOM OKTOpKM, 
i3 COAAMAA CO 6 OK). TOAOC TOpKOGTbC51 BHyipimHix CTpyH. 06p03M 
npoxoA?iTb nepeA BHyTpimHiAA norAsiAOM, Hone TiHi y npoMeHi 
KOMepM o6CKypa. MOXHa nAOKOTM M CMi5ITMC5l. Tm BiAbHMM. 
Bo HeBMAMAAMM. 3BiAbHeHi BLA CBOrO O0AMHH5I, AAM OTpMAAyGAAO 
oco6AMBy CBo6oAy 6yTM co6okd. Mopox oroAfoe Aymi. Mopox 
BOCKpemae Teaip naAA’jui. HaMAOBHimMM baAaraHHMM tpiok 
«T bMa erMneTCbKa» TyT HobyBae iHmof tam6mhm BnAMBy, cmam to 
AA oryTHboro ncMxoAoriHHoro 3Hap5iAAfl. 

«Asbohko co cnMHKOMH)) - n’eca npo Teaip, 3aHypeHH5i b 
HOMTAMS my peaAbHicTbTeaTpy. 3 haho i3 cynacHMM KOHrioHCbKMM 
OHOAGOM KQ3KOBMM 06p03 ((AiBHMHKM i3 dpHMKOMM)) CMAABOAGyG 
Aymy, mo 6e3AyMHo cnaAioe cbo'i TBopni cmam, mo6 3irpiTMC5i 
b xoAOAHOAAy TO BopoxoAAy CBm, Aymy, mo mine y CBiii \a\03\u\. 
U.5I po6oTa ctoao b icTopn «AAXy» tohkokd nepexoAy: «A6 bohko 
co cnMHKOAAM» - OCTOHH51 bmctobo «CToporo» «AAXy». «AAXy» 
«KpMCTOAAO» ]6 , «AAXy» ((OaMHOKMX BCOAHMKOB AnOKOAMnCHCO)), 
«AAXy» orAo6AiHCbKMx aKTopiB, «AAXy» «...cbmm AHefi c 
Mamotoaa...)), «AAXy» Kypcy 17 . Aecb y uiM tohlu 3aaIho Ha6yAa 
noBHOTM 30BepmeH0CTi. ABi bmctobm, aadk^kmaam ckaoaho 3homtm 
xoh 6m mocb cniAbHe: «AeBOHKa co ciimhkomm» i «CMepTb r oroA5i» 
CTOAM AAA «AAXy» AiAAiHOAbHMAAM TOHKOAAM <(BMXOAy» TO «BXOAy» 
B HOBMM TeOTpOAbHMM BMMip. 3AAiHa nOKOAiHb, 3MiHO npMHUMniB 
iCHyBOHHfl TeaTpy, 3AAiHa C|DiAOCOC|Dri, 3AAiHO eCTeTMKM. 

TpOlUbKMM He HOBOXMBC51 H03B0TM HOCTynHMM TeOTpOAbHMM 
npoeKT BMCTOBOfO. ((CMepTb rorOA51» nOAi6HO AO npMAAOpHMX 
KapTMH noM’5ni, mo BMCBinyfOTbc?! y TeAAp^iBi. Bmctobo npo 
AAeTOC|Di3MHHMM npOCTip CAAepTi, npo npOCTip AAiX CBiTOMM. 
Bmctobo, ako rpoAOca He ho cueHi «AAXy». 

3a tpm AAic^ui nicA5i npeM’epM «A@bohkm co cnmKOMW) 
AaxiBCbKa cueHa cnopoxHiAa. Tpyna «AAXy» 3 toaobok) 
30HypMA0C5i y niAroTOBKy nepmoro «rorOAbFESTy» 18 . BIakpmtt?! 

ClDeCTMBOAfO CTOAO AMBOBMXHMAA npMKAOAOAA HOnOBHeHH51 M 
TeaipoAGauii' HeieoTpaAbHoro npodopy. 

Ynepme «AAXy» TpanMAOca npaufOBOTM 3 npodopoM 
KOAMmHbOrO BiMCbKOBOrO 30B0Ay «ApceHOA» 19 TPOBH51 2007 
poxy ho BiAKpMTTi bmctobkm npoeKTiB-c|DiHaAicTiB MixHapoAHoro 
KOHKypcy Bi3yaAbHMx AAMdemB <(EMAOC 2006/07». nepc|DOMaHC 
<(AAXy» «BiAMM BoCX» BiAKpMBaB BMCTOBKy M CTaB OAHiefO 3 Tf 
3HanymMx AAMdeubKMx noAiM. «B1 amm Bocx» ctob nepeAicTopiefo 
TpMBQAMX CTQCVH KiB «AAXy» i me 30BCiM CBiXOrO KyAbTypHO- 

16 «KpnciaAA»- ocBiTHiPi npoeKT Bopnca HDxcmaHOBa, mo 6yB 3AiMCHeHnn b 
UCM «AAX)> y 1997-1999 pp. 

17 y 2003-2007 pp. BaOA Tpo'lUbKMM BMKAOAae y KMIBCbKOMy HauiOHOAbHOMy 
yHiBepckiTeii Teaipy, kIho to TeAe6aHem-m iAAeHi I. K. KapneHKa-Kaporo. 
Hoctmho aKTopcbKoro Kypcy CKAOAe ocHOBy MOAOAoTipynki Teaipy «AAX». 

18 MixHapoAHkiM cbecTMBOAb cyHacHoro AAkiCTeuTBa «rorOAbFEST» 
30CHOBOHO b KkieBi 2007 poKy 30BAHKM cniBnpau.i U,CM «AAX» i KyAbTypHO- 
AAMCTeUbKOrO TO AAy3eMHOTO KOMnAeKCy «MMCTei_l,bKMM ApeeHOA)). 


of DAKH was assembled ((through the black.» Between two 
epochs, the stage of DAKH went through a phase of darkening. 
Darkness, total darkness covered the stage. Egyptian darkness... 
darker than a moonless night. Darkness hid everything. Except 
breath. Except human voices. 

«A Girl and Matches)), from KLIM’s script, is like a step into a black 
hole of the Universe. Fifteen minutes into the play, the actress 
warns of a blackout. The only source of light will be a matchbox 
- 60 matches that the actress lights for the rest of the play. In 
this allusion to Andersen’s tale, KLIM put in possibly the strongest 
scenographic idea of ((the last time.)) (((Last time)), (dost times)), 
(dost theatrical times)) emerge, scratching, onto the paper: solar 
eclipse as a sign of the (dost times)) is another parallel peeking 
out of the many meanings of KLIM’s play). 

«A Girl and Matches)) is a dramatic version of the ((Black Square)): 
a theatre that exists outside scenography, a theatre free from 
the captivity of age-devoured forms and worn-out ideas, with 
the brand of the ((background)) memory. It is the death of visible 
shells. A zero cycle in scenography. Darkness consumes the 
objective reality of the stage. Darkness destroys all possibility of 
((mummery)) and raises theatre as the existence of co-life, an 
opportunity to confess and be sincere. A theatre that is free 
from the public. A theatre that robs its audience and actress 
of their guise and bodies. Everyone here is alone. Alone with 
text, with the actress’ voice, with oneself. Her voice touches 
their inner strings. Images fly by the inner eye like shadows in a 
camera ray. You can laugh and cry. You are free. For you are 
invisible. Free from our personalities, we find particular freedom 
to be ourselves. The darkness bares the soul. The darkness 
resurrects the theatre of memory. The ancient circus trick of the 
((Egyptian darkness)) finds a different depth of influence here, 
the strength and depth of a strong psychological method. 

«A Girl and Matches)) is a play about theatre . It is the immersion 
into the ((utter reality)) of theatre . According to modern-day 
Jungian analysis, the image of «a girl and matches)) symbolizes 
the soul that mindlessly burns out its creative forces to get warm in 
a cold and hostile world; a soul dying in the world of illusions. This 
work became a milestone in DAKH. «A Girl and Matches)) is the 
last play of the passing «old» DAKH. The DAKH of the ((Crystal)) 16 
the DAKH of the ((Lonely Horsemen of the Apocalypse)) the 
DAKH of Ogloblin’s actors, the DAKH of ((...Seven Days with the 
Idiot...)) the DAKH of the course. 17 Somewhere at that point, the 
exchange became complete. Two plays that have practically 
nothing in common: «A Girl and Matches)) and ((Gogol’s Death)) 
became for DAKH the liminal points of ((entry)) and ((exit)) into 
a new theatrical dimension. The change of generations, the 
change of principles of existence of a theatre , the change of 
philosophy, the change of aesthetics. 

Troitskyi did not dare call his next project a play. ((Gogol’s Death)) 
is like a ghostly memory of pictures igniting in the darkness -- a 
play in the metaphysical space of death, the space between 
two worlds. This play was not performed in ((DAKH.)) 

Three months after the premier of ((A Girl and Matches)), the 
stage of DAKH was empty again - its troupe immersed itself 
in their first GOGOLFEST. 18 The opening of the festival was a 
surprising example of the filling and dramatization of a non- 
dramatic space. 

For the first time DAKH worked at the former military plant, 
((Arsenal,)) on May 19, 2007, in the opening of the exhibition of 

16 Crystal is B. Yukhanov’s educational project that was carried out by DAKH 
in 1997-1999. 

17 From 2003 through 2007, Vlad Troitskyi taught at the Karpenko-Karyi Kyiv 
National University of Theatre, Cinema and TV. Some of the graduates of his 
actors’ department will join the young troupe of DAKH. 

18 The International festival of modern arts GOGOLFEST was started in Kyiv 
in 2007 in cooperation between DAKH and the Culture, Arts and Museum 
Complex Artistic Arsenal. 
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MMdeubKoro to My3eMHoro KOMnAeKcy «MncTeubKnn 
ApceHOA». Ticfo noAiefo, 3 akoT, BAacHe, m hopoamaoc?i 3roAOM 
\Aen «rorOAbFESTy», OKum «roAOAOMop», nepc|DopMaHC 
«GOGOLLlMHeAb No3», TeaTpaAbHnn npoeKT «CMepTb roroA5i)> 

- Ul/IKA OKUiM, LUO CKAOAM HOBi, uiAKOAA OCObAMBi CTOpiHKM 
icTopn AaxiBCbKOi' cueHorpacfciT, ocxiAbKH uboro pa3y TpoiubKnn 
po6klTb rOAOBHOKD ((AiMOBOfO 0 C 060 f 0 » UMX BMCTOB COM npOCTip. 
npOCTip 3CIHeA6aHI/IM i BeAMHHMM, LUO BpOXOC y?IBy XMAAepHOfO 
CTapOBMHHOfO apxiieKTOHiKOK) M KOAOCOAbHMM BHyTpiLUHiAA 

o 6 lumpoaa; npocTip, mo amxo e boaohctk) to xoaoaom; npocTip, 
mo nepexkiBOB TOAi MeiaMopc|D03y peKOHCTpyKuii'; npocTip, mo 
KOAMCb 36epiraB 3HOp?IAAfl BiklHM TO CMepTi, a Tenep nOKAMKOHMM 
CTOTM npMXMCTKOAA MMCTeUTBO; npOCTip, p03T0m0B0HMM B 
idopMHHOMy ueHTpi Kmgbo HOBnpoTM AAOHacTkipcbKMx MypiB, 
51KMM moroAMHM nyc nepeA3BiH i3 KncBO-neHepcbKoT aobpm. 
TAflAOH i OKTOp, nOTpariAJlfOHM BCepeAMHy Uboro KOAOCOAbHOrO 
obujnpy, 6yB norAnHymn hum, Hone Moho kmtom. «ApceHOA» 
3axonAfoe Tpo'iUbKoro. 3AOCTbcsi, Aoci «AAXy» hIkoam He 
TpanAflAOCfl npaUfOBOTM 3 TOKMMM KOAOCOAbHMMM oSLUHpOMM. 
HyAOBi AAypoBOHi koaohoam raAepel mo 3cepeAMHM 
HaraAyBOAO nedp BeAeieHCbKoro cepeAHbOBiHHoro xpaMy, 
po3Max HaniBKpyrAMxxpecTonoAi6HMx CKAeniHb, niATpnMyBOHnx 
KOAOHOMM, PMTAA HeCKimeHHMX UerAflHMX apOK... «ApceHOA» 
CniB3ByHHMM 3i CBiTOAA TpOlUbKOrO. BiH npMMAAOG yMOBM Uboro 
XMAAepHoro Micusi ?ik anpiopHMM, noHOTKOBMM iMnyAbc, 
HapiXHMM KOMiHb, nOKAOAeHMM B OCHOBy 3BeA6HH?l 30AAKy 
HOMHeMAAOBipHiLUMX TBOpHMX 4)0HT03iM. MorO 30H0p0Bye 
OCOSAMBe 3ByHOHH?l UMX nopOXHix AAypiB. 

Blakpmtm nenaTb 3a6yu?i; yBiMTM, He 3pyMHyBOBLUM; He npocio 

BMKOpMCTOTM o6mMp, O 3pOCTMTM AifO 3 COMOI 'll nAOTi; BiAXMBMTM 
npOCTip, BAMXHyTM B HbOrO nOAMX; 03ByHMTM MOrO togmhmuio; 
30CeAMTM MOrO 06pa30MM TO XMMepOAAM - BCe Ue BAOAOC5I 
«AAXy» Bxe b nepmiki okun, sikoio ctob nepc|DopAAaHC «BiAMM 
Bocx». 

Mix koaohomm cion ’5iTAec?iTMMeTpoBoT roAepe'f 6 yAO CTBopeHO 
piHKy, B TeMHMX BOAOX ?IKOT BiAA3epKOAMAMCb niACBNeHi 5ICHO- 
nepBOHMM CBiTAOM MypoBOHi CKAeniHH?i. nocepeA uboro 
KOHOAy AexaAa CBiTA?iHa AepeB’?iHa kaoako, mo BeAa AOBry 
BepBenKy rAflAaniB y TeMHi hoapo roAepe'f, Hone b hoapo 
niA3eMHoro CBiiy. Ufl HecnimHa xoao no BOAi noMix BorHiB, 
nOMiX CBiTA?IHMX 6 iAMX iCTOT HO rOMAOAKOX, ypMBKiB yKpa'lHCbKMX 
niceHb, CMixy to BMryxiB, noAMBOHH?i boaoio 6 yAa noAiSHa ao 
noBiAbHoro BxoAxeHm b noraHCbKMM npociip AOBHix pycaAbHMx 
i KynaAbCbKMX CB?IT, 30HypeHH?IM y ClDOHTOCTMHHy OTMOCC|Depy 
CepeAHbOBiHHOl' MiCTMKM TO Mic|DO-pMTyaAbHOTo6pa3HOCTi. Koam 
xoao Ao 6 irAa KiHm m rAJiAani po3T?irHyAMc?i 6 eperaMM KOHOAy, 
3 HOAP «ApceHOAy» HO CepeAMHy piHKM Ti TOKM 6 iAi iCTOTM 
BMBe3AM M BiAAOAM BOmiO BeAeTeHCbKi 6 iAi o 6 ’GKTM, CTBOpeHi i3 
30Ai3HMX KapKOCiB, TKOHMHM TO nanepy, AMBHi XMMepM, C|DOpMM 
51KMX nOBTOpiOBOAM KOHTypM 06p03iB 3 KOpTMH lepOHiMO BOCXO 
(cniBOBTOp 06 ’eKTiB i MOMCTep OAeKCiM HyXHMM). BHOCAiAOK 
Uboro nepc|DopMaHcy (como Aia 6 yAa AOCMTb amhomnhoio 
m tpmboao He AOBme 20 xbmamh) nepeA ohmmo ta^aoho 
H apOAMAOCfl AMBOBMXHO iHCTOA^IUm 3 np030pMX o 6 ropiAMX 
KicT?iKiB BeAeieHCbKMx nanepoBMx maxiB, xa 6 , Kopa 6 AiB, 
rAexiB, mo 3 acTMrAa ho BOAi b nameui kom’jihoT raAepel Hone 

30TPMM0H0 6AMCKOBKOIO KOpHOBOAbHO XOAO. HM3KO 06p03iB 

((nonecHoro npoc|Decopa hnhmx xaxiTb», bmkohoho 3 tkohmhm, 
rincy to nanepy. Hone cxiAHMM xpaM a6o BeAeieHCbKe 
3araAKOBe opiraMi, reib no36yAac?i xoh aKOi'cb cipaxiTAMBOCTi. 
3aAMmMAMC?l TiAbKM HOpM - AMT?IHe BiAHyTTfl CXiAHOrO KOpHOBOAy 3 
MOrO nanepOBMMM ApaKOHaMM, AeBOMM, AiXTap?IMM TO iHLUMMM 
HapiBHMMM CyX03AiTK0MM. I_l,e CnpOBAi 6yB «6iAMM Bocx», Bocx, 
OHMmeHMM BiAxaxy. BiAMM kophoboa: o6ByrAeHi kpmao, xmbotm 
TO AOnM - nepmMM KpOK AO MOHOXpOMHOCTi, 5IKO HOAOBrO 
onaHye cueHy «AAXy». XpycTKi nopoxHi o 6 oaohkm. 3AOGTbc?i, 
51KmO BAOMMTM mMOTOHOK, BiH p03KpMLUMTbCSl a6o p03T0He HO 


finalist projects of the International Visual Arts Contest «EIDOS 
2006/07». DAKH’s performance of «White Bosch» opened the 
exhibition and became one of its most important artistic events. 
«White Bosch» also became the prelude to the long-lasting 
relationship between DAKH and the emerging Culture, Arts and 
Museum Complex ((Artistic Arsenal». It gave birth to the idea of 
a GOGOLFEST, ((The Great Famine)) action, The ((GOGOLShinel 
No3» performance, and ((Gogol’s Death)) project - a set of 
actions that wrote some absolutely new pages in the history of 
DAKH’s scenography. In all of them, Troitskyi makes space his 
main ((character)). This space is one that is left-behind and great, 
that strikes the imagination with stunning old architectonics and 
its huge inner territory; a space that breathes with humidity and 
cold; a space that was then experiencing a metamorphosis of 
reconstruction; a space that used to store weapons of war and 
death but that is now called to house arts; a space that rests in 
the historical centre of Kyiv across from a monastery and that 
listens hourly to the bells of the Kyiv Pechersk Lavra. 

Actors and viewers who get inside this huge space were 
consumed by it like Jonas by the whale. ((Arsenal)) overwhelmed 
Troitskyi. It seemed that DAKH had never before worked in such 
grand areas. Wonderful stone columns of the gallery that looked 
like the inside of a medieval temple; spans of semicircular 
crossed domes resting on these columns; the rhythm of endless 
stone arches... The ((Arsenal)) is harmonious with Troitskyi’s world. 
He accepts the terms of this strange place as an a-priori, primary 
impulse, the cornerstone laid in the foundation of a castle of 
the most incredible creative fantasies. He is spellbound by the 
peculiar music of these empty walls. 

To lift the seal of oblivion; to enter without disruption; to use this 
space by growing action in its very flesh; to give life to this space, 
to breath into it the breath of life; to sound its mystery; to populate 
it with images and chimeras - DAKH succeeds in all of this in its 
very first action there - the ((White Bosch)) performance. 

A river was made between the columns of the 150-meter-long 
gallery. Stone domes highlighted with red were reflected in its 
dark waters. In the middle of this channel lay a luminous wooden 
masonry that led the long line of viewers into the dark depth 
of the gallery, as into the bowels of hell. This slow procession 
along the water between lights bouncing on some shining white 
beings, fragments of Ukrainian songs, laughter and yells, with 
the pouring of water, was like a slow ascension to the pagan 
space of ancient mermaid and Kupala festivals, an immersion 
into the fantastic atmosphere of medieval mystique, myths and 
rituals. When the procession reached the end of the gallery, the 
viewers dispersed along the channel shores. The same white 
beings dragged and burned huge white objects made of iron 
carcasses, fabric and paper, strange chimeras whose forms 
looked exactly like the images in the works of Hieronymus Bosch 
(co-author of objects and master - O. Nuzhnyi). As a result of 
this performance (which was quite dynamic and took no more 
than 20 minutes), the viewers witnessed the making of a strange 
installation of burned out and transparent skeletons of huge 
paper birds, frogs, ships, and pitchers. It froze at the end of the 
stone gallery like a lightening-struck carnival procession. This 
line of images of the ((honorary professor of nightmares)) made 
of fabric, plaster and paper, like an eastern temple or huge 
origami, lost all of its heresy and devilry. Only magic remained 
- the childlike feeling of an eastern carnival with its paper 
dragons, lions, lights, and other paper nonsense. This really was 
((White Bosch)); Bosch cleansed from horror. A white carnival: 
charred wings, stomachs and paws - the first step towards the 
monochromaticism that would occupy the stage of DAKH for a 
long time. Crusty empty shells. It seems that if a piece is broken 
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?i3MKy, HeHane bmcoxao oSaotko. I sik boxko b o6Aami BiAnym 
iCTMHHMM CAAOK XpMCTOBOT KpOBi, B OTMX TBOpiHHflX AAOXHO AMLLJe 
BrOAOTM ~ AiCTOTM 3 KOAAipOK naAA’flTi CMOK iCTMHHOrO BOCXO. 

Bohm - Annie BMUBiAMM bIa nacy repbapin, CKpyneHe amct 5 i 
o 6 oaohok, mo b rAM6i/iHi cyxnx npoxnAOK 36epirae HesiCHnn 
cnoraA npo ck, mo KOAncb nyAbcyBOB y HbOMy. 
lAea poaom i3 ((...HeTBeproro AMLUHero...» - MaAeHbKnn 
xpaM, mo naAae y AepeB’flHin Aixui, - BnpocAa b noAyM’flHy 
npouecifo, cyTb xe 3aAMLUMAac5i He3MiHHOio. «BiAnn Bocx» - rpa 
3 GBponeMCbKMAA KyAbTypHMM KOHTeKCTOAA i BOAHOHOC A3eHCbKO 
iAea KpaCM, AOCKOHOAOTb MOMeHT 3ropaHH5l. Yce ue AMBOBMXHe 
AiMCTBO, ue cnaAK)BaHi-m ho BOAi HeBaroMnx pyKOTBopHnx 
06’eKTiB, HaraAyBOAO CBoro poAy xepTBonpnHeceHHA, 
npi/iHecem-m 6e3KpoBHo'f MncreubKoT oc|Dipn, neBHnn cb5ukobmm 
pklTyaA OHMLU,eHH5l, LUO, MOXAMBO, CMMBOAByBaB OCBSIHeHI-m 
npOCTOpy, nOKAMKOHOrO OHMCTMTMC5I BiA npi/IAAap KOAMLUHbOT 
iMnepCbKOI BiMCbKOBOl MOryTHOCTi M HapOAMTMCfl 51K xpaM 
MMCTeUTBO, AAiCTMAMLUe HOUiOHOAbHOrO AyXOBHOTO TO 
KyAbTypHoro BiApoAxem-m. 

Koam ochobho moco BiABiAyBaniB nimAa ho c^ypLueT, 
<(ApceHOA» CnpaBAi 3aXMB flKMMOCb iHLUMM XMTT5IM: AiBHOTO TO 
AiTM p03r0MAyB0AMC?l HO rOMAQAKOX, AfOAM, KOTpi npOAMpaAMCfl 
kaoaohkomm noAAix xnMep, cnaAaxn c|DOToanapaTiB, 36AMCKM 
ho BOAi, roAOCM, mo A3BiHKO AyHOAki y npocTopi, - raAepea 
AMXOAa XMTT5IM. 51K HOCAiAOK nepcfcopMaHCy HapOAMAOC?! HOBe 
cepeAOBkime, CBiT hobkoao ta^aoho, mo 3anpomyBaB noro b 
AMTSlHy MOHApiBKy K03K0BMM AOHAmac|DTOM iHCTOA^UIl'. 

3oBciM iHLuy aTMOCc|Depy 6yAO CTBopeHO «AAXom» ho BiAKpmri 
nepmoro c|DecTMBaAK) cynacHkix AAMCTeuTB rorOAbFEST i 
bmctobkm «rorOAb. nOPTPET» ho noHOKy BepecH?i 2007 poxy. 
«GOGOLLlMHeAb» i «BiAMM Bocx» - KompacT 6iAoro to nopHoro, 
OAe M TyT TOKOX He3AAiHHe nparHeHH?! CTBOpklTkl HOCMHeHMM 
i XMBMM iHTepaKTMBHMM npOdip, 51KMM BiA nepmoT XBMAMHM 
3a6kipae b ta^aoho MOXAMBidb 6yTM ciopoHHiAA cnociepiraneM, 
po6kiTb noro hoctmhok) uiAoro, Aae MOXAMBidb nepexMBaTM 
CBOfO ynaCTb S\K eMOUiMHO, Tax i 4)aKTMHHO, C|Di3MHHO. 

rodi bxoamam y HaniBAAopoK roAepe'f, Ae ho hmx nexaB diA, 
HO ?lKOMy CTOflAM CKA51HKM 3i CBNKOAAM, mO nAOBOAM B HMX. 
Aktopm b niApsiCHMKax 3anaAfOBaAM cbnkm, i xoxeH, xto bxoamb, 
OTpMMOBmM TOKMM CBiTMAbHMK, pyLUOB AQAi BrAM6 «ApceHOAy». 
Tom niA 6e3CMepTHi 3ByKM AAy3MKM Mouapia, sxy BMKOHyBOB 
HOXMBO KBapTeT, BOHM HeCnimHO XOAMAM CepeA TeAAp?lBM i 
BOrHMKiB CBiHOK HO BOAi, CAyXOAM My3MKy, BiTOAM 3HOMOAAMX, 
51 Ki panTOBO 3’?IBAS1AMCS1 3 niTbAAM, niAHOCMAM CBiHKM AO KapTMH, 
AAapHO HOAAarafOHMCb po3rAeAiTM, mo 3o6paxeHO ho bkpmtmx 
T eAApjlBOfO nOAOTHOX eKCn03MUM «rOrOAb. nOPTPET». 

Ue TpMBOAO AOCMTb AOBTO, OAe KOAM l"IOBC?lKAeHHa OTMOCC|Depa 
KAOnOTiB i MeTymHi OCTaTOHHO 3HMKaAa, KAaCMHHa My3MKO 
HeCnOAiBOHO MOBKAa M «ApceHOA» HanOBHfOBOBC51 3ByKOAAM 
peAiriMHMx cniBiB, a noiiAA BM6yxaB rpi3HMAA pokotom 6apa6aHiB. 
13 hoap raAepei 3*5iBA5iAac5i He3BMHOMHa BomflHa xoao «roroAiB» 
- npouecm c|Diryp, b 6 pohmx y nopHi niAp^iCHMKM m 6iAi rincoBi 
AAOCKM TorOA?l (xyAOXHMU?! MOCOK HOTOAi?! MapMHeHKO). Y UiM 
xoAi 3 cUaKeAOMM, mo HaraAyBOAa boahohoc KapHOBOAbHy 
xoay c|DaKipiB i cepeAHbOBiHHy «xpecHy xoay» - noxMypy m 
cyBopy npouecifo, noKAMKOHy BMraH?iTM nyAAy to BceA?iTM b cepm 
rpiLUHMKiB TpeneT i xax nepeA BMAiHHflMM ApAAareAOHy, Txoam 
B eAeieHCbKi naAOfOHi KOAicHMui. 3 oaamkoam xoAy tpm mMHeAi, 
KOXHO BMCOTOfO 6AM3bKO 6 MeTpiB. IliCASI 30BepmeHH?l CTpiAAKOI 
BOTH51HOT BMCTOBM CnaAaxyBOAO CBiTAO. y npOCTOpi OXMBOAM 300 
po6iT, npeACTOBAeHMX ho BMCTOBui «rorOAb. nOPTPET». 

«BiAMM Bocx» i «GOGOLLlMHeAb Ng 3» - cUaHTacTMHHi, 
C|DeepMHHi, Ka3KOBi BMAOBMma, 51 Ki naAOAM, CBiTMAMCfl HeOHOBMAA 
CBiTAOAA, xoamam no BOAi, 6yAM CnOBHeHi ypOHMCTOCTi TO 
CnOHTOHHOT CTMXiMHOI CMAM, AMTMHHOrO BiAHyTT51 TaGMHMHOrO TO 
nyAecHoro, cipamHoro to npeKpacHoro - ctoam aa?i «AAXy» 

He3BMHQMHMAA AOCBiAOM CTBOpeHH5l 51CKpQBMX QTMOCC|DepHMX 


off, it will disintegrate like a dried-out wafer. And just like a wafer 
gives but a ghost of the true taste of Christ’s blood, so these 
creations can only help draw the taste of true Bosch out of the 
attic of memory. They are just a dry herbarium, a rolled up leaf 
of shells that in the depths of its dry veins keeps a murky memory 
of once pulsing juices. 

The idea of ((Fourth Man Out» - a small temple burning in a 
wooden barrel - grew into a burning procession, but the 
essence remained unchanged. ((White Bosch» is a play with the 
European cultural context and at the same time a Zen idea 
of beauty made perfect in burning. All this strange action, this 
burning of lightweight handmade objects in water looked like 
a kind of artistic bloodless sacrifice, a festive ritual of cleansing, 
possibly symbolizing the sanctification of the space. It called for 
the ridding of the ghosts of the former imperial military might 
and being born as a temple to arts, as a home of the national 
spiritual and cultural revival. 

When most of the visitors went to the reception, ((Arsenal» 
experienced life of its own: children laughed on the swings, 
people walked along the bridges between the chimeras, 
cameras flashed, lights reflected in the water, voices spread a 
resonant echo around the whole area - the gallery breathed its 
own life. The performance gave birth to a new environment, a 
world that surrounded the viewer and invited him to take a child’s 
journey around the fairytale landscape of the installation. 

A totally different atmosphere was set up by DAKFI in the 
opening of the first Modern Arts Festival GOGOLFEST and the 
((GOGOL.PORTRAIT)) exhibition in the beginning of September 
2007. ((GOGOLShinel)) and ((White Bosch)) is a contrast of white 
and black. But it too strove to fill the living interactive space, to 
rob the viewer of the possibility of remaining an outside watcher, 
to make him a part of the whole. It prompted the audience to 
experience its participation in the play emotionally, practically 
and physically. 

Guests entered the semi-dark gallery where a table was waiting 
for them. Glasses with flowing candles stood on the table. 
Actors in robes lit the candles. Each guest would get such a 
torch to go deeper into ((Arsenal)). There, with the eternal music 
of Mozart performed by a live quartet, they walked around 
among the darkness and the flowing candles, listened to the 
music, welcomed their acquaintances that emerged from the 
darkness, carried the candles to the pictures on the walls, trying 
in vain to decipher what the pictures of the ((GOGOL.PORTRET)) 
showed. 

This lasted for a while but when the everyday atmosphere of 
bustle was finally gone from everyone’s mind, the classical 
music stopped, and ((Arsenal)) was filled with religious songs 
and a menacing rumble of drums. An impressive fire procession 
of «gogols)) appeared from the depths of the gallery - a 
procession of figures in black robes wearing white plaster masks 
of Gogol (mask artist - N. Marynenko). This procession with 
torches looked both like a carnival of fakirs and a medieval 
((crusade)) - a gloomy and strict procession designed to cast 
out the black plague and to instill trembling and fear in the 
hearts of its viewers with their visions of Armageddon. After the 
huge burning chariots, walked three ((shinels)) (overcoats), each 
6 meters high. After the end of the rapid-fire performance, lights 
flared and the 300 works of the ((GOGOL.PORTRET)) exhibition 
took to life. 

((White Bosch)) and ((GOGOLSFIINEL Ng3» are fantastic shows, 
burning, shining with neon lights, walking on waters, full of 
celebration and spontaneous elementary power, of the 
childlike feeling of mystery and wonder, of the terrible and 
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nepc|DOpMaTMBHMX CIKLljM, AMHOMiHHMX i BMAOBMLUHMX LUOy, 
mo moam y co6i pncn KapHOBaAy, AM3anHepcbKoro Teaipy, 
ByAkiHHkix bmctob i, 3BicHO, nepcfcopAAaHcy. Bohm pcBfone 
BiApi3H?iAMC?i BiA nonepeAHix nepcfcopMaHciB i ByAMHHnx bmctob 
«AAXy» BiAcyTHidfO baoctmboT TpoiUbKOMy noxMypo'f ipoHii, 5ixy 
TyT HeCnOAiBOHO 30CTyriMA0 nOA^THe 30 30BHil_UHb0KD cyBopicTfo 
aTMOcefcepn AMTMHHe BiAHyTTfl paAicHoro M HOIBHOrO noT5iry AO 
nyAecHoro to Ka3KOBoro. Toihctbo BOCKpeciHm BMMpymoro 
MMCTeUTBO ((AMTMHHO-AOpOCAOrO CB5UO)), B 51 Ke «AAX)> nOCB51TMB 

reHikinepc|DopAAaHcyAHApiM Boptchcb, Ha6yAOB3aKopiHeHOAAy 
b apxaTui Teaipi TpoiUbKoro uUkoaa imuoro o6pa3y. 36epiri_uM 
30K0HM po3ropTOHH5i Ta BnAMBy nepcfcopMaHcy 51 k cepiT 
51CKPOBMX, KOHUeHTpOBOHMX y HOCi npMrOAOAALUAMBMX HOAM, U,i 
BMAOBMLUO 3BepTOKDTbC51 AO TeAAM CepeAHbOBNHMX pMTyOAbHO- 
o6p51AOBMX KapHOBOAbHMX AiMCTB, BOHM CnOBHfOfOTbC51 Ayxy 
cepeAHbOBiHHoT MiciepioAbHOdi. Bohm 3AAiHfOfOTb 5iCKpaBy 
cynacHy rA5iHueBy o6oAOHKy ho xMMepHMM «koctkdaa», luo 
rpaeTbC5i 3 o6po3HicTfo iHLUMx enox, bohm nepnaiOTb HOTXHeHH5i 
y AMBOBMXHiM eKAeKTMU,i KOHTeKCTiB. 

HadynHMAA kpokom oc?irHeHH5i ambobmxhoto npodopy 
«ApceHOAy» ctob TeaipoAbHMM npoeKT «CMepTb ToroA5i». 
1—1,51 He3BMHOMHO poSOTO, AiiepOTypHOfO OCHOBOfO 51 KOI CTOAM 
MOAOBiAOMi C|DiAOCOC|DCbKi TO peAinMHi TeKCTM TorOA5l / 6yAO 
CTBOpeHO 30 ClDeHOMeHOAbHO KOpOTKMM TepAAiH i 3irpOHO B 

paMKax nepujoro «rorOAbFESTy» AMi_ue TpMHi. Ha BiAAAiHy 
BiA «BiAoro Bocxa» i «GOGOLLlMHeAb No3» «CAAepTb l~oroA5i» 
6yAa noBHOuiHHOio bmctoboio. y HiM 3HOMLUAM ce6e HMAAOAO 
npMHUMniB, 51 Ki TpOlUbKMM paHiLUe 30CT0C0ByB0B B iHLUMX 
npoeicrax, a tokox i mocb uIakom HOBe. MixpoKOCM o6pa3HOdi 
C|DiAOCOC|DCbKO-peAiriMHMX \Ae\A TorOA51 6yAO KOHBepTOBOHO 3 
nAOmMHMBep6aAbHOrOAOnAOmMHMTpMBMAAipHOrOriAaCTMHHOrO 
npodopy. TeKd, Maiepia apomotmhhoT rpn, o6pa3M n oxpeAAi 

OKTOpCbKi poSOTM MOMXe U,iAKOAA P03HMHMAMC5I y BeAMHe3Hikl 
nOAic|DOHiMHiM KapTMHi. «CMepTb rorOA?l» - ue TeOTp, 51KMM 
AAOXHO BBOXOTM CBOGpiAHMAA BiA06p0XeHH5IM AApil ApTO npO 
Teaip, mo «bmcam30C 3-niA baoam caobo», npo noe3iio, LUO «Aie 
y npodopi (...), 5iko po3ropiaTMMeibC5i b Tin uapnHi, mo He 

HOAeXMTb CAOBOM)), npo noe3ifO, «3AOTHy CTBOptOBOTM HeMOB6M 
5IKiCb MOTepiOAbHi o6pa3M, mo BiAnOBiAOKDTb 06pa30M CAiB» 19 , 
npo caMOuiHHy iAeorpac|DiHHy AAOBy Teaipy. 

KpMLUTOAeBMM 30M0K BMCTOBM, CnOBHeHMM LUenOTiB i CXAMniB, 
AAOAMTOB, ^CaAA^iB / CnAeCKiB BOAM TO TMmi, 6yAO BM6yAOBOHO 

y c|dopmox HeSaneHOi OHreAbCbKO-neKeAbHOi iHC^epHOAbHOi 
nOTOM6iHHOf KpOCM. 3aHOpOBOHOT KpOCM TOCMHMHOrO TO 
npeKpacHoro, Hone He3AAipMAAi boam CoA5ipMcy, Micu,5i. 

BMCOKi BepTMKOAi Hani3pyMHOBOHMX KOAOH, mO pOCTyTb i3 
6e3KpaMoro, noTOHyAoro b niTbAAi A3epKOAbHoro BOAHoro 
nAeca... BeAeieHCbKa 6paMa, mo CBiTMTbC5i 6 a1amaa cbItaom... 
OroAeHa, Hone po3pMTa MorMAa, noBepxH5i BOAoroT 3eMAi... 
«3eAAA5i 6yAa nycia to nopoxH5i, i TeMpsiBa 6yAa hoa 6e30AHeio, 
i Ayx BOXMM HOCMBC51 HOA nOBepXHeiO BOAM» 20 ... BMAiHH5l 
nOHOTKy TO KiHU.51 CBiTy, 30TMmm51 niCA51 BCeAeHCbKMX KOTOCTpOC|D, 
BpaxeHH5i 3anycTiHH5i 3eMAi, mo b \ ah \ ah \ HOAexMTb He akda?im, a 
TiH5iAA i AyxaM, - Bee ue icHyBOAO TyT, y uiM o6pa3HOCTi; Bee ue 
BiAHyBOAOC5l HO AOTMK, OC5)rOAOC5l TyT HO neBHOAAy, He 30BXAM 
pauioHOAbHOMy, piBHi. 

y pmcox CTBopeHo'f cueHorpac|Dii' npoHMTyBOBC5i o6pa3 
BeAeieHCbKoro 3pyMHOBaHoro, 3aHeA6aHoro xpaMy, 3aTonAeHi, 
30CHyAi HO BOAOXHOCy py'lHM BOBiAOHCbKOf Bexi AlOACbKOf BipM, TO 
boahohoc 3BepHeHH?i ao 6yAb-5iKoT AAOTepioAbHoi, openeBAeHoT 
o6pa3HOCTi 6yAO HeAopenHMM, ocKiAbKM cueHorpac|Di5i 
MeTOBcecBiTy ToroA5i BM6yAOByBOAa o6pa3 HecTBopeHoro 
npodopy, o6pa3 Meiac|Di3MHHoro npocropy CMepii. 
BMCTOBO-OAK)3i5l, BMCTOBO-MipOX, BMCTOBO-rOAfOUMHOUm, LUO 

19 Apio A. Teaip m ero ABOMHMK/Pexkiccypa m Meiac|DH3MKa. - M., 1993. 

- C. 39. 

20 KHkira Byrn, 1:2. 


the beautiful. For DAKH, they became an unusual experience 
in creating bright atmospheric performances, dynamic shows 
that combine the features of a carnival, a designer theatre , a 
street show and performance. They are radically different from 
the previous performances and the street shows of DAKH with 
the absence of dark irony which was so typical of Troitskyi. Here, 
they were unexpectedly replaced with the all-piercing feeling 
of a joyful and na'fve pull towards the wonderful. The mystery 
of the resurrection of the dying art of {(children’s grown-up 
celebration)), to which DAKH was introduced by the performance 
genius of A. Bartenev, found a different personality and 
character in Troitskyi’s archaic-oriented theatre. By preserving 
these laws of development and influence of performance as 
a series of bright, time-concentrated and impressive impacts, 
these shows turn to the medieval rituals. They get filled with the 
spirit of medieval mysteries. They exchange the glossy cover of 
today for a «costume)) of chimeras that plays with the images 
of other epochs. They draw inspiration from this strange eclectic 
of contexts. 

The next step in embracing the wonderful space of {(Arsenal)) 
was ((Gogol’s Death)) drama project. This unusual work was 
based on little known philosophical and religious texts by Gogol. 
It was created in a phenomenally short time and played only 
three times within the first GOGOLFEST. Unlike ((White Bosch)) 
and ((GOGOLShinel No3,» ((Gogol’s Death)) is a fully staged 
play. It followed many principles that Troitskyi used in other 
projects along with some fresh ideas. The microcosm of Gogol’s 
philosophical and religious ideas was converted from the verbal 
plane into the plane of 3D plastic space. Text, drama, images, 
and individual actors were pretty much dissolved within the 
grand polyphonic canvas. Gogol’s Death presents a theatre 
that can be treated as a reflection of Artaud’s dream of a 
theatre ((disappearing from out of the power of the word)); 
of poetry that «acts in space (...), that reveals itself outside of 
the realm of words)), which is ((able to create certain material 
images that correspond to the word images)) 19 ; of the self-worth 
ideographic language of theatre. 

The Crystal castle of the play is full of whispers and sniffles, 
prayers, psalms, splashes of water and silence. It was built 
in shapes of unheard-of angelic-hellish infernal otherworldly 
beauty -- the charmed beauty of the mysterious and wonderful, 
like the spanless waters of Solaris. 

The upward verticals of semi-ruined columns that grow out of 
the endless mirror-like dark waters... huge gates that shine with 
pale light... the naked surface of the earth, like an open grave... 
((The earth was without form, and void; and darkness was upon 
the face of the deep. And the Spirit of God moved upon the 
face of the waters...)) 20 The visions of the beginning and the end 
of the world, a lull after universal catastrophes, the feeling of the 
desolation of the earth that no longer belonged to humans but 
rather to shadows and spirits - all of this existed here, in these 
images; all of it could be touched, could be comprehended at 
not always rational level. 

In this scenography can be read the image of a massive 
destroyed and desolated temple, the drowned ruins of the 
Babylonian tower of human faith that sleeps in the waters of 
time. Nevertheless, any allusion to such material was irrelevant, 
for fhe scenography of Gogol’s meta-universe created the 
image of an immortal space, of the metaphysical space of 
death. 

A play of allusions, a play of mirages, a play of hallucinations, 

19 A. Artaud. Theater and Its Twin/Direction and Metaphysics. - M., 1993. - 
P.39 

20 Genesis 1:2 
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CnyCKdeTbCfl B KOAOA?13b BMAIHb, HeBXOnHMX AAfl MOTepiOAbHOrO 
oko. koHorpac|Di?i CMepii, CTBopeHa b Teaipi, BTiAeHa nepe3 
pe30H0HCHy noAic|DOHifo 3ByKOBoro to nAacTMHHoro npodopy. 
...AroHm po3yMy, mo Bipanae HMTKy xmttsi, ocTOHHi KAami 
3HMKOMOT peaAbHOCTi, LUO npOCOHyCTbCFI Kpi3b naAbUi M BiAAae 
idOTy b pyKM no3aHacoBoro 6yu?i... HiMe CTpaxAOHHFi, 
3aHypeHH?i b HenaM’?iTb, apoaao Heno36yTHboT caMOTHOdi 
AyLUi, mo CTOITb nepeA bpOMOfO BiHHOCTi, bopfOHMCb i3 COHMOMM 
npMAAap i nocMepTHMx mocok. .. XpoHixa nepeTBopeHH?i 
po3yAAy, mo 3racae. «CMepTb ToroA?i» - Teaip o6pa3iB i 
OTMOCC|Dep, LUO nOBiAbHO 3AAiHfOfOTb OAHO OAHy b HecniLUHin 
TeHII XMBMX KapTMH, y BMrOAAMBOMy nOTOU,i npMAAapHMX BMAMB 
i AAeTOC|DOp. 

CyBopkiM i boahohoc HeBaroAAMM, Hone HepeaAbHMM npocrip, 
CTBOpeHMM BMH3TKOBO 30BAS1KM OpxiieKTOHiui HOniB3pyMHOBOHOrO 
<(ApceHOAy», TeMpsiBM, CBiTAa, BeAeieHCbKoro A3epKOAa boam 
TO nopOXHeni, MOB a6cOAKOTHO AMBOBMXHy BAOCTMBiCTb - BiH 6yB 
XMBMM. kloro TOAOBHOfO «AiMOBOfO 0 C 060 f 0 » 6yAO TpeAATAMBO 
BOAora, mo xmao baochmm xmttam: A3epKOAbHa m HenopyujHO 
3acTkirAa, CTpMBOxeHa m nobpMxeHa, oc?i?iHa 3cepeAMHM 
XOAOAHMM HenopyLUHMM nOAMCKOM, HyTAMBO AO HOMMeHLUOrO 
AOTOpKy npeAMeTO HM npOMeHfO, p03KpeCAeH0 CBiTAOBMMM 
Bi3epyHKOAAM, BOHa3AOBOAaC51 HenpOCTOeAeAAeHTOAACUeHiHHOrO 
AM30MHy, pyXAMBMM eKpOHOM, LUO CnOAyHOG 03H0KM TeKyHOCTi M 
3aBopoxeHoTA3epKaAbHoTHepyxoMOdi, a oco6ambok) «xmboio 
iCTOTOfO)). ICTOTOfO, XMBiLUOfO M npOBAMBiUJOfO, Hix AAOBHyLLlj 
HopHi cfcirypM b aaockox, luo CHyBOAM if noBepxHeio. LUm rpi 
boam, CBiTAa TO TeAApaBM 6yAO niAnopflAKOBOHe Bee. HeHane bca 
BiTOAbHiCTb KOAbOpy nonepeAHiX C|OOAbKAOpHMX BMCTOB BMTeKAO, 
BMUBiAO M 3AAiHMAOC?l OCObAMBOK) nMLUHOTOfO - p03K0myB0HH?IAA 
MOHOXpOAAHMM, p03K0myB0HH?IM BiACyTHOCTi. HOBiTb KOCTKDAAM 

- HOpHi niApflCHMKM - CMAABOA HepHeUTBO, nOdpMTy M BiAXOAy BiA 
CBiiy-TyT BMCTynaAM paAme He xapaKTepMdMKOio, a 3hokom Tf 
BiACyTHOdi - 3HOKOAA COAAOBiACTOpOHeHH51. 

Te caAAe, OAe Bxe y BiABepio HeraTMBHOAAy ceHci, moxho 
CK030TM M npo BMKOpMCTOHi y BMCTOBi AAOCKM TorOA?l, mO AAOAM 
BMpa3Hi BAOdMBOdi MOmKOp - larva, «?IKMAAM n03H0H0dbC?l 

mocb noAi6He ao o6amhh?i, cxoxe ho o6amhh?i, Te, mo bmaog 
ce6e 3a o6amhh?i, OAe nopoxHe BcepeAMHi m y ceHci cIdbmhhoT 
peneBOdi, m y ceHci AAeiac|Di3MHHoT cySdOHuiMHOdi (...) 
OMOHO 30 AOnOMOrOKD TOrO, Horo HOCnpaBAi HeMOG, MiCTMHHe 
C0AA03B0HCTB0, mO HOBiTb y HOMAerKOBOXHimMX o6dOBMHOX 
Mae npMCMOK aKorocb xaxy» 21 . 

Taxe BiAHyTT?! nOCMAfOBOAOC?! TMM, mo rpy6o CTyAeHi, 30CTMTAi 
y KpMBOMy ycMixoBi 3AinKM, mo bLa6mboam pmcm Toro caMoro 
o6amhh?i, 6yAM HacyHyTi ho toaobm, miAbHO o6ropHyTi hophokd 
tkohmhokd, ho HopHi 6e3AMHHi dp’wypw - niA MOCKOMM He 6yAO 
(TOHHime, He moxho 6yAO no6anMTM) xMBoro AiOACbKoro 
o6amhh?i. Uen ec|DeKT y cnoAyneHHi 3 npMHUMnoM A3epKOAbHOCTi 

- ec|DeKTOM p03mapyB0HH?l HO AeCJITKM OHOAOriHHMX (OAe 
He iAeHTMHHMX) 306p0XeHb Toro COMOrO 3AinK0-06AMHH?l, 
AOB Tpo'lUbKOMy MOXAMBiCTb AOC?irTM y BMCTOBi BpOXeHH51 
CHOBMAHOrO ((BMBepHyTOTO Hepe3 ce6e» 30A3epK0AbH0r0 
npocTopy, ctbopmtm nepe3 xMBe BiAHyTT?) MepTBoro - nepeAOTM 
o6pa3 nepeACMepTHMx raAiouMHauiM nepe3 KapTMHy pyxy 
«30MaCK0B0HMX» XMBMX TiA, mO nOCiAOAM uiAKOM KOHKpeTHy 
c|Di3MHHy BiTOAbHiCTb TO eHepriio. CaMe tok y «CMepTi roroA?i» 
3’?IBA?ieTbC?l COHM npMBMAiB, IOp6a 6e30C060BMX ((OXOpOHUiB 
kh?i3?i baoam noBiTp?iHoT», hmi nocTOTi, ho nepmMM norAAA, He 6yAM 
OXTOKMMM CTpaxiTAMBMMM, O HOCOM, HOBnOKM, ApyxeAK)6HMMM, 

npoTe ?ik, cnorAAAaiOHM uen 6aAeT nopoxHeni hobkoao KiAbKOx 
xmbmx o6amh, 6yAo He 3toaotm, mo «caobo larva Ha6yAO Bxe y 
Pmmajih 3HaneHH?i acTpaAbHoro Tpyna, «nopoxHboro» - inanis, 
6e3cy6cTOHuiMHoro KAime, ?iKe 30AMmMA0C?i BiA noMepAoro, 
to6to TeMHo'f, 6e30C060B0'fB0MnipMHH0TcMAM, ?iKa myKac co6i 
AA?l niATpMMKM M OXMBAeHH?! CBiXO’f KpOBi» 22 . Mix TMM, llOnpM BCi 

21 <T>Aopei-iCKMM n. Mkohoctoc. - M. 2001. - C. 33. 

22 Tqm cqmo. 


it drew one down into a well of visions that could not be seen 
with carnal eyes. This drama created iconography of death, 
iconography of embodiment via the resonance of polyphonic 
sound and plastic space. 

...The agony of mind losing the thread of life, the last fragments 
of the passing-away, fading reality, seeping through the 
fingers and leaving its being in the hands of a-temporal life... 
A mute torture of immersion into unconsciousness, the drama 
of inescapable loneliness of soul that stands at the gates to 
eternity fighting the hosts of ghosts and death masks... The 
chronicles of conversions of a dying mind. ((Gogol’s Death» is 
a drama of images and atmospheres that slowly replace one 
another in the gradual flow of living pictures, in the fanciful flow 
of ghostly visions and metaphors. 

The severe but oddly weightless, almost surreal space was 
created solely due to the architectonics of the semi-ruined 
((Arsenal)). Its darkness, its light, the huge mirror of water and 
emptiness had an astounding quality-they were alive. Its main 
((character)) was the moisture living its own life. This moisture is a 
mirror frozen, disturbed and trembling, shining with immovable 
cold glitter, responding to the first tiny touch of an object or a 
ray, drawing spots of light and patterns. It seemed to be not just 
an element of scenic design, a sensitive screen embracing the 
features of flow and the magic immovability of mirrors, but a 
unique (diving being)). It was a being more alive and real than the 
silent black figures in masks moving along its surface. Everything 
submits to this game of water, light and darkness. All the vitality 
of color of all the previous folklore plays was exhausted, dried 
out, flowed away to be replaced with this luxury - the luxury of 
the monochromatic absence. Even the costumes - black robes 
- as symbols of monasteries, of taking the vow and leaving the 
world, were not a characteristic or a quality but a sign of its 
absence - a sign of self-elimination. 

The same thing can be said in a frankly negative sense about 
the masks of Gogol. They expressed personality features - 
larva, ((something similar to a face, fhat looks like a face, fhat 
acts like a face buf is empty on the inside both physically and 
metaphysically (...), a lie of what does not really exist, a mystical 
impersonation that even in a very lighthearted environment will 
have an aftertaste of horror.)) 21 

This feeling was intensified by the fact that the crudely-made 
plaster prints, curling their lips and depicting one and the same 
face, were put on the heads of black faceless figures and 
wrapped tightly with black fabric. There was nothing under 
the masks, or at least no human face was visible under them. 
This effect, along with the principle of mirror reflection - the 
effect of separating one plaster print into dozens of similar (buf 
not identical) masks -- allowed Troitskyi to have the sense of 
a dream ((turned inside out)) in this mirror space; to create a 
living feeling of fhe dead - to let in pre-mortal hallucinations, 
which possessed physical vitality and the energy of ((masked)) 
living bodies through their movement. ((Gogol’s Death)) shows 
a host of ghosts, of faceless ((watchers of the lord of air)), who 
did nof look all that terrible at first sight, maybe even friendly 
at times. But as one watched this ballet of emptiness around 
several living faces, one could not help remembering that 
the ((word ((larva)) had the meaning of an astral corpse with 
the Romans, of something empty - ((inanis)), a substance-less 
cliche that remained from the dead, that is a dark impersonal 
vampire force seeking fresh blood to support and revive itself.)) 21 
Meanwhile, all fhe positive characteristics notwithstanding, 
Marynenko’s masks had one essential drawback - they were 


21 P. Florensky. Iconostasis. - M. 2001. - P. 33. 




Ao6po3MHAMBi pmcm, y aaocok, CTBopeHkix HaiaAicio MapkiHeHKO, 
6yB oamh icTOTHMM HeAOAiK - bohm 6yAM Kaiacipoc|DiHHO 
rpySkiAAki, s\k aaa CTBopeHoro TpoiUbKMM npo3oporo, 
BMLuyKaHoro cueHorpac|DiHHoro npociopy. npociopy, AKOMy b 
«CM epii roroA?i», moxambo, Bnepi_ue nopsiA i3 bmkopmctohhjiaa 
nepBicHoT cmam npMpoAHnx cmxiM, 6yAM npmaAAaHHi AeAb He 
aKaAeAAiHHa ciporidb i hmctoto. npociopy, b ?iKOMy ocao6am 
B ci 3 b'?i3km, npociopy, b AKOAAy naHye if npeocBsimeHCTBO 
nopoxHena. riopoxHena, mo BiAAyHioe niA CKAeniHHAAAM 

LUeAeCTiHHJIM LUenOTiB, A3BiHKMM BOACIHH3AA, CnAeCKOMM 
BkiryxiB i 3 hmkoaamx TiHen. riopoxHena, mo Aeimb y 6e3roMiHH5i. 
nopoxHena, mo 3anoBHioe A3epKOAbHy noBepxHio caMOTHOdi. 
HaBiTb koam ho HMCTOMy nAeci 3’?iba?iamc?i oxpeAAi npeAMem 
(TOK Hepe3 P5IAM yHHiBCbKMX AOBMUb, BiKHCl-KOHTOpKM, rpy6i AOBM 
TO CTOAM, y XMMepHiM HM3Ui KOpTMH BMHMKOAM 6ypCO, 30AMTa 
boaokd, BeciAbHo-noMMHaAbHMM diA, Tpane3Ha a6o KOpHAAO), 
3 otmx npeAMeiiB 6yAO ciepio byAb-sxi calam, mo 6 cbLahmam 
npo'fxHio npMHaAexHidb ao neBHoro idopnHHoro nacy, AAicusi, 
enoxn, ctmakd. Tyi peni - TiAbKM me OAHe CBiAneHHfl BeAMKoro 
«Himo», Akime TiHi nyueBoro CBiiy, cnoAyneHm akmx nopoAxyioib 
nepeA HaujMAA norAAAOM HOBy cyB’5i3b cmaaboaIb i aAK)3in. Tax, 
HanpMKAOA, KOAM nOBiAbHO BHOCMAM AdBMLlj, IXHi HiXKM CTMpHOAM 
3-no3a cnMH hophmx TiHeM roroAiB, HeHane kpmao «naAmMx» 
OHreAiB. 

AeclDparMeHTaum cblaomoctL po3TpomeHMx ho ckoakm m 
nepeTBopeHMx ho cmmboam cnoraAiB, AecfcparAAeHTaijjfl TeKdy, 
mo B’eTbc?i xMAAepHMAA AAepexMBOAA umtcit, Aec^parMeHTaum 
nepcoHM ho nAeieHMuio nocMepTHMXMacoK, AeclDparAAeHTaui?! 
rAJiAaubKoro cnpMMH?iTT?i -y «CMepii ToroA?i» Tpo'fubKMM ynepme 
HOMaraeTbC?! 3HMLUMTM y BMCTOBi 30K0HM AiHikiHoro nAMHy nacy. 
y ApyriM HadMHi xoAOAHe uapcTBO boam 3anaAaAO. ripociip, 
B flKOAAy AAOXHO HeCKiHHeHHO AOBTO AMBMTMC5I, 51K iAe no BOAi 
AKDAMHO, nepeTBOpfOBOBC?! HO lleKAO. ((ApOMOTMHHy KOAi3ilO» 
bmctobm 6yAO nepecyHyio 3 uapMHM TeKdy ao cc|DepM 
nAacTMHHoT A/\eTQAAopc|D03M, ao cc|DepM 4)aHTacMaropMHHoT 
Miciepfi xMBMxcTMxiM. 3arpaBa neKAa, mo nepeTBopiOBaAa boam 
6i6AiMHoro 03epa ho nepBOHi boam piKM IIoamh, BorHeHHi pyiHM, 
mo BiACMAOAM ao o6pa3iB xMBonMCHMx noAOTeH, HiHHi xaxiu5i 
Bm, BMAiHH5l ApAAareAOHa, COAOMa M rOAAOpM... lHAMBiAyaAbHe 
HMCTMAMme Aymi pMAAyBOAOC5l y BMCTOBi 3 06pa30MM KOTaCTpOC|D 
BcecBiTHboro Macmia6y. BcAyxaiOHMCb, 3aiaMOByiOHM noAMx, 
«CMepTb ToroA5i» npopodaAa 3 npociopy «ApceHOAy», 
OCBiTAfOBaAOC?! 5I3MKOMM nOAyM’5l M 3araCOAa. 06T5IXeHMM 
o6epeAAKOM o6pa3iB i ApiMOTHMX p03AyAAiB, KOXeH 3a6MpaB 
i3 006010 BMxop BMAiHb, nepeA koxhmaa BHyipimHiM norA5iAOM 
AoropaAa cbo?i c|DpecKa. Ue MorAa 6yTM TiHb Bopoiapa 6iA5i 
6paMM a6o comoth?! nociaib akdamhm, 5iko nOBiAbHO 6peAe 
BOAOKD HO AdAexe CBiTAO, mo CBiTMTbC5l 3 TAMSoKOI niTbAAM. 

CMAABOAiKO-aAeropMHHe, Meiac|DopMHHe BcecBiTHe 

BorHeAMmHe lleKAO «CMepii ToroA5i», CTBopeHe TpoTubKMM 
y HaMKpamMx TpaAMumx c|DiAococ|DCbKO-peAiriMHMx aoktpmh, 
AAeiac|Di3MHHoT noeTMKM ToroA5i / cepeAHbOBiHHoro m 
peHecaHCHoro xMBonMcy; neKAO, mo AMxae BcenorAMHaKDHMM 
BOrHeM, BiACMAOKDHM BHyipimHiM nOrA5IA AO o6pa3iB 6i6AiMHOI 
KOCAAOrOHII, AO BMAiHb He36aTHeHHOrO M XaXAMBOTO THiBy 

rocnoAHboro, ao koptmh CyAy cipamHoro m 6e3AAipHoro, 
AO KHMTM npopOUTB loaHHa BorOCAOBO, 6yAO paeM 
nOpiBH5IHO 3 T5IXKMM, CTpaxiTAMBMAA, HeBMTpdBHMM y CBOIM 
iCTOpMHHiM KOHKpeTMUi neKAOAA, CTBOpeHMM «AAXOM» B OKUM 
«rOAOAOMOP». Meiac|DopMHHi b \ aa \ hh ^\ uboro no3aMexHoro 
xaxy, CTBopeHoro y TOMy x cepeAOBMmi, 3 tmx ca mmx nepBHiB 
BiACMAOAM He AO HOMBMimOl peOAbHOdi, He AO AAiCTMHHMX 
npMAAap i ClDOHTOMiB, He AO 6e3TiAeCHMX CMA, mo 3aMemKyKDTb 
norpaHMHH5i CBiiy BMmHboro m AOAimHboro, a ao KOHKpeTHMx 
idopMHHMx noAin: ao noAiTMHHMx penpeciM, ao CTaAiHCbKoro 
reHouMAy, ao AAopc|DOAoriT cipaxy, mo xMBe b reHax noKOAiHb. 
OCHOBOKD aKUII 6yAO rpa KOHTeKCTiB - npOCTa, npMrOAOMLUAMBa, 


catastrophically crude for Troitskyi’s transparent and refined 
scenographic space, where Gogol’s Death, perhaps for the 
first time in history, used almost academic strictness and purity 
along with the primeval might of natural elements. In this 
space, all connecting threads were weakened; in this space, 
His Eminence emptiness rules. This emptiness dissolved under 
the dome with a ringing echo, with the rustle of whispers, with 
the splashes of cries and dying shadows. This emptiness flies into 
the silence. This emptiness fills the mirror surface of loneliness. 
Even when individual objects appeared on the clean surface 
of the water (rows of desks, windows, benches and tables, 
pictures of schools sinking in water, wedding or funeral meals, 
bars and pubs), these objects were devoid of any trace of fheir 
belonging to any historical time, place, epoch, or style. Objects 
here were just another testimony to the great «Nothing» -- mere 
shadows of fhe sensual world whose combinations give birth 
to new connections between symbols and allusions. Thus, for 
example, the stands of desks that the black shadows of gogols 
slowly brought in, stuck out from behind their backs as wings of 
fallen angels. 

The defragmentation of consciousness dissolving into symbols 
of memoirs, fhe defragmentation of fext that flowed with the 
chimera lace of quotes, the defragmentation of personality 
into a dance of death masks, the defragmentation of viewers’ 
reception - through all of fhem Troitskyi tried to ignore the laws 
of linear time in ((Gogol’s Death». 

In the second part, the cold kingdom of water ignited. The 
space where one could endlessly watch a person walking 
on water turned into Hell. The ((dramatic collision)) of the play 
moved from text into plastic metamorphosis, into the plane of 
phantasmagoric mysteries of live elements. The fire of Hell turned 
the water of the biblical lake into the blood-red waters of the 
Polyn River, into burning ruins reminding the viewer of paintings, 
of the nightmares of Viy, of fhe visions of Armageddon, Sodom 
and Gomorrah... The individual purgatory of the soul in this play 
rhymed with the images of universal catastrophes. Listening 
carefully, holding its breath, ((Gogol’s Death)) grew out of the 
space of ((Arsenal,)) illuminated with fire. Burdened with the heap 
of images and thoughts, viewers took away their visions. Each 
had his own mural fire in front of his eyes. It could be the shadow 
of a warder at the gates, or a solitary figure of a man walking 
slowly on the water from the darkness towards the faraway lighf 
ahead... 

The symbolic, allegorical, metaphysical, universal fire-breathing 
Hell of ((Gogol’s Death)) created by Troitskyi in the best traditions of 
philosophical and religious doctrines, Gogol’s own metaphysical 
poetry, and medieval and renaissance paintings, the hell 
breathing with the all-consuming fire, reminded of the biblical 
cosmogony, the pictures of fhe fathomless and terrible wrath of 
the Lord, of theimagesof the Last Judgment, and the prophecies 
of the Book of John. Buf it was a paradise in comparison with the 
eerie hell, sinister in its historical specifics, created by DAKH in 
its ((The Great Famine)) action. The metaphorical visions of fhe 
aides created in the same environment, of fhe same elements, 
did not refer to the higher reality or the mystical visions of ghosts, 
phantoms and other fleshless forces dwelling in the higher 
world. No, they referred to specific historical events: political 
repressions, Stalin’s genocide, the morphology of fear that lives 
on in the genes of generations. 

It was based on a play of contexts - simple, shocking, 
unexpected, obvious, and discouraging. The VIP guests 
who came to this official event found fhemselves far from a 
presidential reception, but rather at a half-ruined ((Arsenal.)) If 
22 Ibid. * ” 


50 



HeCnOAiBOHO, OHeBMAHO M BMKpMBOAbHO. VIP-nepCOHM, 
51 Ki npMMLUAM HO OC|DiuinHy nOAitO, 3aMiCTb ypOHMCTOrO 
npe3MAeHTCbKOrO npMMH5ITT5l nOTpanA51AM B HaniB3pyMHOBOHMM 
«ApceHOA». ByAo TeMHO, BOAoro m Ayxe xoaoaho. TeMpsiBa 
nopyi_uyBaAac5i Amue TpeMTAMBMMM BomnKaMM 3aynoKiMHnx 
cbmok. AiMocc|Depa HaraAyBOAa noMMHKM b nopoxHiM 
UepKBi - 3pyMHOBOHiM i 30T0nAeHiM. riAOTb nepclDOpAAOHCy 
HapoAxyBOAac?! 3 pamoBoro 3iTKHeHH5i nemeHoT cmtoctL 5ixy 
HecnoAiBaHO aasi Hef BKMHyTO 6yAO b aTMOcefcepy yKpa'iHCbKoro 
ceAa, npkiBHeHoro icHyBOTM 3a Mexeio icHyBOHHfl, 5iKOMy nepe3 
75 pOKiB i AOAi BBMXafOTbCfl XOBTi oni TOAOAy. 

...npMBMAM AiTeM, 51Ki TOHUKDfOTb HOBKOAO TOAOrO AepeBO. 
Koamckm, oxonAeHi BorHeM. XiHKM, y neAeHax akmx 3aAAidb 
HeMOBA51T 3eAAA5l. Ta X 3eMA51 - CMAABOA TAiHHfl TO MepTBeHMHM 

- nepeA MOAeHbKMMM AiTbMM, 51Ki CMAflTb 30 nyCTMAA o6iAHiM 
ctoaom. PMTyaAbHi riAani, BiA akmx ctoc ciopn boaocca i 
3ynnmeTbC5i cepue. 3acTMTAi, Hane ho CTapnx BMUBiAnx 
C|DOTOrpac|Di51X, pOAMHM CeA5IH. CAb03M, LUO CT051Tb B OHOX 
TA5iAaHiB. naAafOTb Aaxki 3aTonAeHnx yKpa'iHCbKMx ciA. noTOHyAe 
b rpy3bKiki 3eMAi noA5i AMTflne B3yu5i. 

AAeropiT nepenAeAncsi b «rOAOAOMOPi» 3 npi/iCMOKOM 
reHOUMAy to 3anaxoM CAAepii - BiAHyu5iM uIakoaa oco6mctmm, 
5IK MOAMTBO 3a ynOKiM KpeBHMX, 5IKMX TM HiKOAkl He 6ohmb - 
OCKiAbKkl nOMepAM B Ti AHi 30-X, KOAM Hi Te6e, Hi TBOIX 6aTbKiB 
me He 6yAO ho CBiTi. «rOAOAOMOP» - ue noAkue KpoB’fo 
AepeBO poAy, ocxiAbKM Bci mm - a6o holuoakh bSmblud, a6o 
HamaAKM TMX, XTO npOMLUOB Kpi3b CMepTb i BMXMB, i 5IK 3HaTM - HM 
He HamaAKM tmx, xtoTb MepTBMx... 

no CyTi Tpo'l'UbKMM CepM03H0 3BepHyBC51 AO TeMM rOAOAOMOpy 
me b «KopoAi Aipi» (2006) -3aAOBro ao nonaTKy Bcix npMCB5iHeHMx 
liJm TeMi oc|DiuiMHMx AepxaBHMx KaMnaHiM. «rOAOAOMOP», 
6o x ue He npodo MMdeubKa, a noAiTMHHa axum, ctob 
oahmm cepeA HOMnoiyxHimMx AaxiBCbKMx nepc|DopMaHciB. 
BiH 03HaMeHyBaB 3aBepmeHH5i uMKAy TeaipaAbHMx aKuiPt i 
npoeKTiB, CTBopeHMx «AAXom» ho TepMTopn «ApceHaAy» b 2007 
poui. noBepHeHHfo ao KaMepHoro npocTopy Ha AM6iACbKiM 
TOBapMmyBaAa paAMKOAbHa 3MiHa MMdeubKMx npMHUMniB i 
eCTeTMKM. 

«rOAOAOMOP», «BiAMM Bocx», «GOGOmMHeAb No3», «CMepTb 
rorOA51» - KapHaBaAbHO-CB51TKOBe M pMTyaAbHO-nOMMHaAbHe 
npomaHH5i 3 hocom, npomaHH?i 3 MMHyAMM. BMmyKaHi, acKpaBi, 
noBHOKpoBHi, HaAMipHi Kpacofo Ta xmtt5im npoeKTM «AAXy», 
HapoAxeHi y 1999-2007 poxax, 6yAM CBoro poAy 3hokom 
enoxM, nAOAOM bcotohmx TeaipoM KyAbTyp: TeaipaAbHMx 

- npMimeriAeHMx nepe3 TpaAMuifo to LUKOAy; AaBHix - mo 
yBikimAM ao Teaipy ?ik eHepria 3eMAi; KyAbTypM, ?ik hobaobhoT, 
HeopeneBAeHoT cyTHOdi enoxM, cIdohtoctmhhoT My3MKM 
iCTOpMHHMX i MMCTeUbKMX KOHTeKdiB, mO TBOpMAM OTMOCC|Depy 
Teaipy enoxM 3MiH. KyAbTypM, mo if bcotob nyTAMBMM ao BiSpauif 
HOCy TeaTp, 51K OCOSAMBe MMCTeUbKe nOBiTpa, 51K MariHHMM 
ec|Dip MMdeubKoro 6yTT5i - Ayx nacy i npocTopy. 

Khmto MeTOAy 

Hoc riMCOB CBOI 3HOKM HO TAOAeHbKMX HOPHMX nOBepXH51X 
«...CeMH AHeM...)), 6e3XOAbHO n0360BA51K)HM IX nepBiCHOI 
HMCTOTM nOAMCKy, HOC BMCMMKyBOB BOBH51Hi HMTKM 3 AOMOTKOHMX 
KMAMMiB i riAOXT ((YkpoThm MicTMHHOi». Y «AAX» npMXOAMAa iHma 
enoxa. HeoniKyBOHO. Hobmoammo. HenepeASanyBOHO. Y 
cueHorpac|DiK) U5i epa yBiMLUAa ckaom i MeTOAOM. LUonpaBAO, 
BiA nonepeAHix naciB 3aAMmMBC5i 6e3uiHHMM AOCBiA i Bee Ti 
COMi ClDyHAOMeHTOAbHi npMHUMnM: C|DyHKUiOHOAbHiCTb, GAHiCTb 
cepeAOBMima, npMHUMn AM3aMH-apxiTeKTypM, «cepiMHicTb», 
TOTOAbHiCTb - HOBMM UMKA BMCTOB, OS’GAHOHMX OAHiGfO TeMOfO, 
51KOKD Uboro pa3y CTOAO «HOBO ApOMO», 3HOBy CKAOB GAMHe 
uiAe 3 pi3HMx i He cxoxmx oaho ho OAHy rpaHeM kpmctoao Toro 
COMOrO 5IBMma. HMMM CTaAM «AhHO» 3a iOpieM KAOBAieBMM, 
«CeKcyoAbHbie HeBpo3bi holumx poAMTeAefi)) (Die sexuellen 
Neurosen unserer Eltern) 3a AyKacoM Bepc|DycoM, «I1cmxo3 


was dark, damp and very cold. The darkness was disturbed only 
by the trembling lights of memorial candles. The atmosphere 
looked very much like a funeral in an empty church, ruined and 
flooded. The performance was born out of its sudden clash with 
the groomed and glossy satiation that was unexpectedly thrown 
into a Ukrainian village, which had learned to exist outside the 
verge of existence. And 75 years later it can still see the yellow 
eyes of the Great Famine. 

...Ghosts of children dancing around a naked tree. Burning 
cribs. Women swaddling raw soil instead of babies. That soil as 
a symbol of corruption and death, lying in front of little children 
who sit at an empty dinner table. Ritual wailing that raises one’s 
hair and stops one’s heart. Families of peasants frozen as if in 
old faded photographs. Tears pooling in the eyes of witnesses. 
Burning roofs of flooded Ukrainian villages. A child’s shoe sinking 
in the mud of a field. 

In «The Great Famine,)) allegories merged with the taste of 
genocide and the smell of death. It is a very personal feeling, 
like a prayer for the relatives one has never seen for they died 
in the 1930s when neither we nor our parents were yet born. 
((The Great Famine)) is a family tree watered with blood, for 
all of us are descendants either of murderers or of those who 
survived death and, who knows, might have eaten the dead 
to survive... 

Troitskyi seriously touched on the theme of The Great Famine 
back in ((King Lear))(2006), long before the government started 
official campaigns in memory of this theme. Not just an artistic 
but a political action, ((The Great Famine)) became one of the 
strongest performances by DAKH. It ushered in the end of the 
cycle of dramatic actions and projects that DAKH performed in 
((Arsenal)) in 2007. The theatre returned to the chamber space 
in Lybidska after a radical change in its artistic principles and 
aesthetics. 

((The Great Famine,)) ((White Bosch,)) ((GOGOLShinel No3,» 
((Gogol’s Death)) - what a strange carnival-style, ritualistic and 
memorial farewell to the time, to the past. The refined, bright, 
full-blooded, beautiful and life-breathing projects that DAKH 
performed in 1999-2007 were a sign of that epoch, -- a fruit of 
the cultures that the theatre had embraced. The culture of 
drama came to it through tradition and school; the culture of 
the ancient came as energy of the earth. It was culture as an 
elusive and intangible essence of the epoch, the fantastic music 
of historical and artistic contexts that set up the atmosphere of 
a theatre of changing times. This culture was absorbed by the 
theatre so sensitive to vibrations of time, like peculiar artistic air, 
like magic ether of arts - the spirit of time and space. 

The Book of Metal 

Time traced signs on the smooth black surfaces of ((...Seven 
Days with the Idiot...)), relentlessly robbing it of the initial shine; 
time shredded the handmade carpets of ((Mystic Ukraine)). 
DAKH was entering a new epoch - Unexpectedly, inexorably, 
unpredictably. In scenography, this new era came with glass 
and metal. An invaluable experience remained however, 
along with the same fundamental principles: functionality, 
unity of environment, architectural design, ((seriousness)), 
totality. A new cycle of plays united by one theme was titled 
((New Drama)). And again it made one body out of diverse 
sides of a Crystal of the same phenomenon. They included Y. 
Klavdiyev’s Anna, Lucas Barfuss’s ((The Sexual Neurosises of Our 
Parents)) (Die sexuellen Neurosen unserer Eltern), Sarah Kane’s 
((4:48 Psychosis)), and Ingrid Lausund’s ((Spinelessness. A Party 
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4:48» (4:48 Psychosis) 3a Capofo KenH i «5ecxpe6eTHOCTb» 
(BANDSCHEIBENVORFALL. Ein Abend fur Leute mit 
Haltungsschaden)3a iHrpiA Aay3yHA. Enoxa uboro nacy, enoxa 
«HoboT ApaMn» npMMLUAa b cueHorpacfoifo «AAXy» umhkobmm 

UMKAOM. 

Umhk... umhkobmm xoaoa HemiAbHMx onaAyboK BcecBiTy, Kpi3b 

51 Ki Bie XOAOAHMAA KOCAAiHHMM BnpOM, UMHKOBMM nepeA3BiH 

TpyH, umhkobmm iioamck iHdpyAAeHTiB - c|oaKTypa onepauiMHMx 
i TpynapeHb, uMBiAbaum BeAMKMx MicT, noe3b TexHoreHHOi 
epM. CiepMAbHidb. AHeMto HeoHOBMx AOMn. AHecie3i5i 
noHyua. naTOAorm. 3anax MeiaAy to nAOTi. Aec|oparMeHTaui5i 
OCObMCTOCTi. CBiT Kpi3b rpaTM niKCeAiB HO eKpaHi MMrOTAMBOrO 
MOHiTOpa. 

Umhk BiAnoB3aB niAAorofo, 5iCKpiB AMCKynoio rpaTHacTOfo AycKOfo, 
Hone 3AAiM. AycKOfo, mo npociyriMAa Kpi3b CBiT 3bmhhmx i TenAMx 
peneM, 51K060A0HKa HOBOrO H0Cy-3He0C06AeHMM, BnBHOBaHMM 
apiec|DaKT cynacHOCTi. Bnepuje BiH 3’5ibmbc5i y «CeKcyoAbHbix 
HeBp030X )). 13 HOTMpbOX BMCTOB UMKAy AMLUe «AhHO» HOCTKOBO 
T51XAO AO TpaAMUM peOABMy, BiATBOpfOBOAO KOHKpeTHe MiCUe 
AM (AiM rOAOBHOI repOlHi) M AAOAO nOBHOUiHHe npeAMeTHO- 
penoBe cepeAOBMme. 

CepeAOBMme mepexaie i HeBAamroBaHe, cepeAOBMme 
BMOKpeAAAeHe M BOAHOHOC He30TMUJH0-TpMB0XHe, 
cepeAOBMme, mo oxonAfoc tpoamum ciAbCbKoro AOAAy, 
BAOCTMBMM MOMy uiAiCHMM AAiKpOKOCMOC, HOATpiCHyTe mOTpO 
51KOrO p03AiTaCTbC51 HO Apy3KM HOnpMKiHUi n’CCM, - i BiAHyTTfl 
Moro iAf030pH0CTi, TMAAHOCOBOCTi, mTyHHOdi. CepeAOBMme, 
3acTMrAe Mix AOCTeMeHHicTfo orAobAiHCbKoro peaAUMy to 
CMMBOANHOfO MeTOC|OOpMKOKO: 30MKHeHMM npOCTip, npeAMeTM 
ciAbCbKoro nobyiy, iKOHM, nAeieHi cepBeTKM to khmxkm, a nopsiA 
- mKip?lHKM, AXMHCM, CXOBOHMM B KyTKy TeAeBBOp, niCTOAeTM, 
51 Ki TOKM CTpiA51K)Tb, HOnOBHfOKDHM 3aCTMTAMM y 6e3HOCOBOdi 
AiM OTAymAMBMM 3ByKOM nOCTpiAiB, IAKMM 3anaXOM AMMy TO 

no poxy. 

BMCTOBy 30 KAOBAiCBMM, - cUaHTOCTMHHMM nOXMypMM BeCTepH 
npo pocikicbKe ceAO, noiimHe KpMBOBe c|3eHTe3i ho TeMy 
dpamHyBOTMx peaAiM cynacHoro xmttji b rAMboKiM npoBiHun, 
6yAO nocTOBAeHO TpoiubKMM y Ayci roAiByACbKo'f eKeueHTpMKM, 
mOnpaBAO, B Hikl iHOAi BiAAyHfOBOB nCMXOAOriHHMM peaAi3M. 
CueHorpacUb «Ahhm» me neperyxyBOAOCfl 3 «YkpoThokd 
MicTMHHOfo» CBOiM HaTypaAbHMM cepeAOBMmeM - TenAOM 
AepeB’51HMX ClDOKTyp - COCHOBMX 3py6iB, TecaHOrO CTOAy TO 
CMyradoro AixHMKa, mo bkpmboc AOBKy, ho 5iKiM LUMorafOTb 
AHHy. Boho neperyKyBOAac?! 3 «TpareAi5iMM baoam» 
BeAeieHCbKMMM c|DirypaMM biAyBOTMx xMMep, iAOAiB 6e3 
ObAMH, mo 303Mpaf0Tb y AiM, HeHOHe HeAObpi AiCOBi AyXM. ByB 
KiHeMOTOrpac|DiHHO AOCTOBipMM i npMT5iraAbHMM Tf 3i6paHMM 3i 
cnpaBXHix peneM koctkom, mo xapaKTepM3yBOB nepcoHaxiB. 
Ta boahohoc, 51 k ho piBHi am, tok i ho piBHi npeAMeTHoro 
cepeAOBMma, Micue am 6yAO no3baBAeHe tmx npMTOMOHHMx 
peaAi3MOBi HOMApibHimMx AOdeMeHHMx AeTOAeM, cyxynHidb 
5IKMX yMOXAMBAfOC 6e3nOMMAKOBO TOHHe 03H0HeHH5l idOpMHHOI, 
COUiOAbHO'f KOHKpeTHOdi CepeAOBMma, CnpMMH5ITT51 BMCTOBM 51K 
AOKyMeHTO nacy. 

3ApMrafOHMCb BiAXOXy, BMMMCeA 3AMBaBC5l 3 peOAbHidfO i CTiKOB 
KpOB’fO. BmKMAOB i3 Ce6e HaciHH5l HOpKOTMHHMX Mic|DOAoreM i 
CTpaxiB, 30MimaHMX HO MapHOBipCTBi TO OnOBiAKOX HOBMX HOCiB, 
P?ICHiB npMTHOMM, «nOH5ITT5IMM», «KOAeKCOMM» TO 306opOHOMM 
«3aBiTy OTUiB». 3AOdbC5l, mo CBiT <(AhHM» KpyTMTbC5l AOBKOAO 
C|DOpMyAM, 5IKy He BMMOBA5IKDTb yrOAOC, OAe 51KO np03Mp0C Kpi3b 
TeOTpOAbHMM TeKCT, HOHe MOTHHe 30M0BA5IHH5I, 30KAMH0HH5I, mO 
TBOpMTb npOCTip BMCTOBM, BiCb MOrO npOCTOpOBO-CMMCAOBMX 
KOOPAMHOT! 

«...M 51 Ay MO fO, 

HTO MMp - 
ToAbKO ycMeuiKa, 

HTO TenAMTC5l 

Ha ycTax noBemeHHoro» 23 
23 XAeSHMKOB B. M3 MeujKa/TBopeHMJi. - M., 1908. - C. 42 


for People with Distorted Posture» (BANDSCHEIBENVORFALL. 
Ein Abend fur Leute mit Haltungsschaden). The epoch of that 
time, the epoch of «New Drama,» became a zinc cycle in the 
scenography of DAKH. 

Zinc -- fhe zincky coldness peeling the covers of the universe 
with the cold cosmic wind blowing through; the zinc chime 
of coffins; the zinc shine of tools - the texture of surgeries and 
morgues, fhe civilization of big cities, the poetry of an industrial 
era. Sterility. The anemia of neon lights. The anesthesia of feelings. 
Pathology. The smell of metal and flesh. The defragmentation 
of personality. The world through the network of pixels on the 
screen of a blinking monitor. 

Zinc crawled along the floor, shining with its snake-like scales. 
These scales emerged through the world of customary and 
warm things, like a cover of a new time - a depersonalized, 
recognizable artifact of modern days. It first appeared in the 
((Sexual Neurosises». Out of the four plays of the cycle, only 
((Anna» was partly related to realism, as it reconstructed a 
specific place (the house of the main heroine) and had a fully 
objective environment. 

A rough and unsettled environment, an isolated environment, 
an uncomfortable and anxious environment that mixed the 
norms of a village home, its whole microcosm typical of it, 
whose cracked dome is shattered at the end of the play and 
which is illusionary, temporary, artificial. This environment is 
frozen between the reality of Ogloblin’s realism and symbolic 
metaphysics: it’s a closed-off space with objects of a village 
home - icons, laces and books - neighboring on jeans, leather 
jackets, a TV in the corner, and guns that fire and fill the house 
in its stagnated state with unbearable sounds, smoke and smell 
of gunpowder. 

Klavdiyev’s play depicts a fantastically gloomy Western of a 
Russian village. It’s a sporting fantasy about creepy realities 
of modern life in the countryside. Troitskyi staged it like a 
Hollywood eccentric drama combined with psychological 
realism. The scenography of ((Anna» also reminds us of ((Mystic 
Ukraine)) with its natural environment - the warmth of wooden 
textures: houses, wooden tables and a bench on which ((Anna)) 
is flogged. It reminds us of the ((Tragedy of Power)) with its huge 
figures of white chimeras, faceless idols looking into one’s home 
like evil forest spirits. Its costumes were cinematographically 
accurate and attractive. They were made of real clothes and 
provided certain characteristics to its bearers. Meanwhile, at 
the level of action and its objective environment, there were 
no details typical of realism in theatre ; no details that would 
allow us to put a finger on fhe historical and social specifics of its 
environment, to see a document of time in a play. 

Fiction trembled with fear as it blended with reality and bled. It 
threw out the seeds of narcotic myths and fears mixed with the 
superstitions and parables of new times. It was full of proverbs, 
terms, ((codes)) and prohibitions of the ((will of the fathers.)) The 
world of ((Anna)) seems to be rotating around one formula that is 
never articulated but which looks through the text of the drama 
like a magic plot, like a scheme that creates the space of the 
play, the axe of its spatial-sensual coordinates: 

((...And I believe 
That the world 
Is a mere smile 
Glimmering 

On the lips of the hanged)) 23 

The poetry of destruction. Behaving like a holy fool, trembling 
and leering, the new dogma requires new victims. The god of 
illusions, the totem of children’s fears requires human sacrifice. 

23 Khlebnikov V. Out of the Bag/Works. - M. 1908. - P. 42 
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l~loe3isi pyi/mcmiT. Boho fopoACTByc, TpeMTMTb i 3y6ocKOAMTb. 
Hobo AorMa noipebyc hobmx xepTB. Bor iAKD3iM, TOTeAA amt5ihmx 
cipaxiB noipebyc AfOACbKkix oc|Dip. MyApidb BMTBepe3iHH5i 
npMXOAMTb «i3 nepLUMM AeCflTKOAA TpyniB». 

AiM Ahhm - AMBHe AAicue. riociynoBO oni noMinafOTb i BiKHa, 
Kpi3b 51 Ki He npOXOAMTb COH51HHe CBiTAO, i nOMOAbOBOHi 
HanopHO, Hane BkinaAeHi 3cepeAMHM criHM - AeiaAi, mo 
OKpeCAfOIOTb nepeBepHyTMM, GOAbOBOHMM, C|DaHTaCTMHHMM CBiT 

- peaAbHMM i HepeaAbHMM BOAHOHOC. «Y HOpTO HO KyAMHKOX)) 

- ocb HOkinpaBMAbHiLui koopamhotm AAicu5i i nacy «Ahhm)>. Tyi 
3HOMOMMM XpMnKMM TOAOC ((AyKLlblOHO)), LUO npopMBaCTbC5l 3 

npMMMOHa toaobhoT repoiHi - uen ambhmm OKOMnaHeMeHT, mo 
cynpoBOAMTb if MOAMTBy, - 3ByHMTb Hone toaoc i3 napaAeAbHoro 
CBiiy. I AOKki cfcabyAa «BiMHyi_uKM)> - m po3nanAMBa 6opoib6a 3a 
npecAOByiy«BHyipimHK)CBo6oAy»-HanoBHK)e CBiTAMUfo«AHHM» 
TpynaMM, xpi3b poMOHTMHHMM cfcAep BeciepHy npo3kipae 
3HOMOMMM CKOMOpOmMM OCKOA, pOCiklCbKe AAOTOpOLUHe, 
CAAixoBe, Ay6oHHe, tmxmm meniT onoBiAKM, amhkmm cmok amt5ihmx 
cipaxiB. 

BkipyrnkiBrnki y KBanAkiBe m BeAbAAM pM3MKOBOHe oc5imeHH5i 
UiAKOBMTO HOBOrO riAOCTy TeaTpaAbHOI KyAbTypkl, 5IKMAA 6yAO 
AA5i yKpaiHCbKoro Teaipy «hobo apomo», m obpaBLUM AA5i uboro 
KAOBAieBCbKy «AHHy», 5i ko ao Toro nacy He moao cueHiHHoro 
BTiAeHH5l HOBiTb HO 6aTbKiBLU,MHi, «AAX» OnHHMBC5l HO CKAOAHOMy 

nepexpedi CTMAiB i hobmx aaoxamboctom. npMTOMaHHe 
cynacHOMy KiHeMOTorpac|Dy 3AAimaHH5i xaHpiB: eKeueHTpMKa, 
APOMO, PMCM TpMAepa, CfcaHTaCTMKM, AOKyAAeHTOAiCTMKM TO 
ny6Aiu,MCTMKM - nopymMAO nepeA TeaipoM HM3Ky HenpocTMx 
nMTOHb. CTOBmM AA5I MOAOAOTipynM <(AAXy» LUKOAOfO OKTOpCbKOT 
AAOMdepHOdi, yHMKHyBmM He6e3neKM cyro 30BHimHboi 
BMAOBMmHOT eKCLieHTpMKM a6o 6pyTOAbHOrO HOTypaABAAy, 
«Ahho» onMHMAacb y AAixcTMAbOBOAAy npodopi BeciepHy, 
ncMxoAoriHHoro peaAi3My to c|DiAococ|DCbKoT npMTHi. Ha piBHi 
CU,eHOrpac|DM Lie 3HOMmAO BTiAeHH51 B TOMy, mo, 3a Ha51BHOCTi 
TpaAMUiMHOTAA5l peaAGAAy KOHUenUM AOAAy-XMTAa M OHeBMAHOAAy 
nparHeHHi ao KiHeMaiorpac|DiHHOCTi, cueHorpac|Dif bmctobm 
He npMTOMaHHa baocimbo meAeBpaM peaAicTMHHo'f lukoam 
Bi3yaAbHa ApaMaiyprm, mo nepeAae ho piBHi npeAMeTHoro 
cepeAOBMma pyMHyBOHH5i AAkpoBcecBiiy KOHKpeTHOi akdamhm; 
cepeAOBMma, mo e 3pi30M nacy m BiAo6paxae couiaAbHy to 
c|DiAOCOc|DCbKO-iAeoAoriHHy ApaMy KOHKpeTHoro noKOAiHm. 

3a neBHMX yAAOB «AHHa» AAOTAa CTaTM CBOepiAHMAA BeciepHOM- 
npMTHefO - CynaCHMAA aHaAOrOM C|DiAOCOC|DCbKMX KapTMH 
CepAxoAeoHe,monoTpe6yBaAO HaMBMmoro KAa cy a kt o pc bKof 
rpM, BiAnOBiAHMX TeaTpaAbHMX TpaAMUiM i HeMAAOBipHOI HMCTOTM 
CTMAfO. npOTe KOAM BMCTaBa Ha6paAa OSepTiB, 3’5ICyBaAOC5l, 
mo boho BxoAMTb y 6iAbm BAacTMBe TpaAMumAA «AAXy» piHMme. 
U.5I ncMxoAoriHHo HacMneHa, HanSiAbm He3axMmeHa, HanSiAbm 
aKTopcbKa BMCTaBa uMKAy y cboi HaMKpami hocm Ha6yBOAa 
tam6mhm 3anapyBaHH5i orAo6AiHCbKoro ncMxoAoriHHoro 
peaAi3My. 

«Ahho» ctoao cnpaBXHbOfo mKOAOfO hoboiapoaam -((bmctoboio 
ho BMpid» - 51 k AA5i ny6AiKM Ta moaoaoT TpynM «AAXy», Tax i 
AA5i caAAoro TpoiubKoro. 3AAiHa - 3AAiHa npMHUMniB, niAxoAiB i 
xyia 3opy - norA5iAy Ha caMy cyTb c|DeHOAAeHy «HOBa ApaMa» 

- He 3AAycMAM HexaTM Ha ce6e. AonpeM’epHMM noi<a3 BMdaBM 
3a OAHOMAAeHHOio n’ecofo mBenuapm Ayxaca Bepc|Dyca 
«CeKcyaAbHbie HeBpo3bi holumx p oa m t eAeM» BiA6yBC5i Bxe 
HanpMKiHui AfOToro - nepe3 Mic5mb nicA5i BMxoAy «Ahhm». 
npeM’epa «HeBpo30B» BiA6yAac5i 26 AfOToro. TMma, s\kq 
naHyBaAa Ha AaxiBCbKiM cueHi nepmi 20 xbmamh nicA5i 
yBiAAKHeHH5i CBiTAa, 6yAa oco6ambokx 3AOBaAOC5i / 6yAO nyTM, 5 ik 
ryAe eAeKTpMKa b Apoiax, CTyKaiOTb cepu,5i, i b toaobox HypiyiOTb 
AyAAKM. Hanpyra, mo 3aBMCAa b noBiipi, 6yAa HeciepnHOfo. 
ByAO Ayxe rapHO, He-TeaipaAbHO rapHO i HOMycb cipamHO. 
Tom, ho cueHi, CMAiAa «Ha BOAOCMHKy, Ha napaAeAb i3 HamMAA 
CBiTOAA, aAe Bee x He3AOAaHHO BiAOKpeAAAeHa BiA Hboro». TaM 


Wisdom of sobriety comes «with the first dozen corpses.)) 

Anna’s house is a strange place. Gradually, one notices the 
windows through which no sunshine peeks, as well as the 
black-painted walls that look burnt. These details emphasize an 
upside-down, isolated, fantastic world. It’s real and surreal at 
the same time. «ln the middle of nowhere)) is the most accurate 
coordinate for the place and the time of «Anna)). The voice 
of a familiar singer can be heard from her radio - this strange 
accompaniment to her prayer sounds like a voice from a 
parallel world. And while the story of fhis lingering little war, this 
desperate fight for the proverbial ((inner freedom)) fills fhe room 
in ((Anna)) wifh dead bodies, the romantic flair of this Western 
lets one see a clown’s leer, hear a nightmarish whisper, taste 
sticky children’s fear... 

DAKH started on a rapid and very risky road to explore an 
absolutely new layer of dramatic culture, which the «new drama)) 
represented for Ukrainian theatre . They chose Klavdiyev’s 
((Anna)), never even staged in its homeland. And DAKH found 
itself af a difficult crossroad of styles and new opportunities. The 
mixture of genres that is typical of today’s cinematography -- 
comedy, drama, thriller, fantasy, documentary, and journalistic 
films -- set a number of complex fasks before fhe fheatre . For 
the young troupe of DAKH, ((Anna)) became a school of acting 
skills as they escaped the danger of purely external show or 
brutal naturalism. ((Anna)) was placed between the styles of a 
Western, psychological realism and a philosophical ballad. 
At the level of scenography, it was expressed in having a 
traditional-for-realism concept of a house and a visible attempt 
at cinematography, only without the visual dramatics that uses 
objective environment to destroy the microcosm of a specific 
person; fhe environment that shows a slice of time, that reflects 
the social, philosophical and ideological drama of a specific 
generation. 

Under certain conditions, ((Anna)) could become a sort of 
Western ballad - a modern-day analogue of Serge Lione’s 
philosophical works, which required fhe highest class of acting 
skills, corresponding theatrical traditions and an incredible purity 
of style. However, as the play gained momentum, it became 
clear that its development would follow fhe more traditional 
concepts of DAKH. This most psychological, most dramatic, most 
vulnerable play of the cycle acquired the depth of the charm 
of Ogloblin’s psychological realism in its better productions. 
((Anna)) became a genuine school of new drama - a «play to 
grow into)) both for the public and for the young troupe of DAKH, 
as well as for Troitskyi. A change in principles, approaches and 
viewpoint - even the view of the phenomenon of the ((new 
drama)) - was quick to come. The pre-premier demonstration 
of Swiss Lucas Barfuss’s ((The Sexual Neurosises of Our Parents)) 
took place at the end of February - a month after the premier 
of ((Anna.)) 

The premier of ((Neurosises)) took place on February 26. The 
silence on the stage of DAKH for the first 20 minutes of the play 
was special. It seemed that the audience could hear the flow 
of electricity, the beating of hearts and the flow of thoughts. 
The tension in the air was unbearable. It was beautiful with non¬ 
theatrical beauty and fear. 

There, on stage, sat Dora. 24 She sat ((by a hairbreadth, in parallel 
with our world but still insurmountably separate from it.)) She was 
a child with the body of a woman. Dora was naked. Nothing 


24 Dora is the heroine of Lucas Barfuss play ((Sexual Neurosises of Our Parents.)) 
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6yAa Aopa 24 . Ahtmho 3 tIaom xiHKM. Aopa 6yAa oroAeHa. Himo 
He npkixoByBaAO'if BiAAOHoro ho 3araAbHy yniy onen uapcbKoro 
TiAa, Himo He xoboao Tf BiAAOHoro ho noTaAy nyxnx noMMCAiB 
BeAMKoro MaAeHbKoro cepusi. Boho c\aa\aq ho CTiAbui, BKpmoAAy 
6iAklM AiKapH51HMM pyLUHMKOM nOCepeA BeAMHe3HOl' KOAfOXi, 
30AMTa 3 Hir AO TOAOBM JlCKpOBMAA 30A0TMM CBiTAOAA. BOHO 
HemaAHO AMAOC?i im ho nAeni, ho rpyAM, ho boaocca, ho pyxi/i, 
ho KOAiHa. Aopa He 3pyi_uMAa 3 uboro Micu?i npoT?iroM ycieT 
BMCTOBM. Tf HenopyLUHiCTb M rOAiCTb ORDAMAM HepBM M HOAQAl/l 
BCbOMy, mo BiA6yBOAOC?l, AMBOBMXHO'f AAeTOC|Di3MHHOCTi. 
06 amhh?i Aopn cxoxe ho oxMAy MoHy Ai3y. iHOAi boho roBopnTb, 
riAOHe m CMieTbCJi. TiAbKM 3 a uiefo Mohokd Agokd HeMae Aicy, rip 
i BOAOcnaAy. Y Aopn e MaMa m toto, e Akap-ncnxiaTp, i_uec|D, 
noro AAaiiHKa Ta e KOxaHeub. 3aAMTi xoaoahmm CBiTAOM, bohm 
3acTkirAM Ha iHLuoMy 6epe3i baceMHy 3 a boamkmm ckaoaa. Bohm 
noAi6Hi ao MaHeKeHiB 3 a boamkmmm lumSkomm BiipMH. Ao pn6, 
luo xMByTb koxho y CBoeMy aKBapiyAAi. 

Aopa xBopie. B Aopn «He Bci BAOMa» - mo6 xmtm, Tm noTpibHO 
3a6araio nyxoT yBam, niKAyBaHH?i Ta akd6obl Bci btommamc?i 
akd6mtm Aopy. Tf HeAyra 3aHaATO pi3HMTbc?i BiA xbopo 6 CBiTy, i 
3apa3 mm no6anMMO, 51 k CBiT no36yAeibc?i AopM. 

KpMXKiCTb AfOACbKOrO TiAa. AaMKiCTb CKAa, BeAMHe3HMX lum6ok, 
3aCTMTAMX, HeMOB KOAPM BeAeTeHCbKMX nAiBOK, HeMOB KaApM 
XpOHiK, HeMOB BiKHa nOI3AiB XMTTfl, mo npOAiTOfOTb nepeA 
OCTOHHiM HeBMAMMMM nepOHOM. KpMXKiCTb AKDACbKOTO TiAa, LUO 
oriMHMAOC?i Mix lumSkomm, Hane Mix no'i3AaMM, Hane amctok 
M ix CTOpiHKOMM KHMTM XMTTfl. KpMXKiCTb MeM6pOH p03yMy, 
LUO BiAAiA5ie HOC BiA CBiTy i CBiT BiA HOC. 3AaCTbC51, LUO Bci nOAlf 
BiA6yBOKDTbC?l B AopMHiM TOAOBi. Aopa BiAA3epKOAKDC CBiT. Tf 
CBiAOMicTb npo3opa, HeHane boao, 51 ko Tf OTonyc. «HeBpo3bi» 
ambobmxho KiHeMaTorpacfciHHi. Yce c peaAbHMM i boahohoc - 
3 a MexaMM c£>i3MHHoro nacy. MeTac£>i3MKa npocTopy noAieBoro 
- ue ymiAbHeHa ncMxoAeAm, ?xa x6ypA?ie cynacHe couiaAbHe 
MopaAiTe b 6e3MexHicTb KOCMiHHoro no3anacoBoro BMMipy. 
«HeBpo3bi» HapoAxyfOTb HOBy Mic|DOAoriKD npocTopy m iHLuy 
«HOBy ApaMy». «HeBpo3bi» HaAafOTb noAieBOMy koopamhot 
B iHHoro m AOAafOTb caMMx ce6e. BaraTO b HOMy ue BiA6yBacTbc?i 
3aBA?lKM o6paHOMy niAXOAy AO nOCTOHOBKM n’CCM, hoctmhokd 
51KOrO e a6cOAfOTHO reHiaAbHO BraAOHMM CUeHiHHMM AM3aMH. 
KpMXiTHMM npOCTip, 30AMTMM BOAOfO, npOMHflTMM CBiTAOM, UJ.O 
Mac pi3Hy miAbHicTb i TeMnepaTypy, npocTip KpnxiTHMx ocTpiBuiB 
XMTT5I, U_l,OnAaBaKDTbHeneBHMMMHOpHMMM BOAOMM, UJ.O30CTMTAM 
3a BeAMKMMM UJM6KaMM, - HeHOHe IX y HMlMCb BeAeTeHCbKiM 
AaSopaTopff noMicTMAM y CKA5iHi koa6m 3 cfcopMaAiHOM, y 6aHKM, 
b oxpeMi BiTpMHM. PMTyaAbHa HenopyujHicTb. YTacMHMHeHa 
reorpac|Dm oroAeHoro AiOACbKoro TiAa. CnoAyneHH?i xMBoro, 
cnpaBXHboro, aBTeHTMHHoro, BTyAeHoro b o6oAOHKy CKAa Ta 
MeTaAy, HeMOB y KOA6y - C|DaHTaCTMHHO TOHHO 3HaMAeHMM 
o6pa3 TeMM, openeBAeHMM KOHc|DAiKT, BMpaxeHMM y nAacTMui 
npocTopy: 3iTKHeHH?i xmboT, HeKepoBaHof HeKOHTpoAbOBaHo'f 
aCOUiaAbHOI «He3pyHHOI» AlOACbKOI npMpOAM 3 KpMXaHMM 
CBiTOM BiTpMH. flpMapOK ynop?IAKOBaHOrO KOMC|DOpTy. Xmtt?i 
H a npoAax. He3AOAaHHicTb KopAOHiB. BiAOKpeMAeHicTb. 
Be33aXMCTHiCTb. OrOAeHiCTb. npMHMXeHiCTb. CB?ITiCTb. Kaioh 
ao nOCTOHOBKM Tpo'fubKMM Ao6yB i3 TeKCTy Ayxaca Bepc|Dyca: 
«ho napaAeAb i3 holumm cb^om, aAe Bee x He3AOAaHHO 
BiAOKpeMAeHa BiA Hboro». 

Ha AHi 6aceMHy, hqa jikmm BMConie CTiAeub Aopn, po3CMnaHMM 
KBaApaT KaxAiB, mo bmkamkoc b naM’?iTi npocTip «CTaAKepa» to 
«HocTaAbrif». Y KaMepHOMy npocTopi TeaTpy ue mocb uiAKOM 
iHme - niAAora, jikoi HeMae - e AMi_ue nopHa BOAa Ta CBiTAO, 
mo npo6MBacTbc?i 3HM3y Kpi3b MeTaAeBi rpaTKM ho niAA03i - 
OCBiTAeHH?! BiTpMH i BOAHOHOC apxeTMnHMM 3HOK KpMXKOCTi, 
HeneBHOCTi, iAK)3opHOCTi CBiTy; aobhc b cynacHOMy: «Ha fOp’iB 
AeHb3eMA?i CTae pemeTOM»... lHc|DepHaAbHicTbyCTMAixaM-Tex... 

24 Aopa - repo'iVm bmctobm 3 a n’ecoio AyKaca BepcByca «CeKcyaAbHbie 

HeBp03bl HOLUklX pOAMTeAeM)). 


hid her royal body given to the public feast of eyes; nothing hid 
her big little heart, abandoned to the mercy of others. She sat 
on a chair covered with a white hospital towel in the middle 
of a large pool of light. Bright golden light encompassed her 
from head to toe. It relentlessly poured on her shoulders, her 
breasts, her hair, her hands, her knees. Dora did not move from 
fhis spot in the course of the whole play. Her immobility and 
nakedness bared the nerves and made the whole happening 
metaphysical. 

Dora’s face looked like Mona Lisa come to life. Sometimes she 
spoke, cried or laughed. But there are no woods, mountains 
or waterfalls behind this Mona Lisa. Dora has a mother and a 
father, a psychiatrist, a boss, his mother and a lover. Covered 
with cold light, they stand frozen on another side of a swimming 
pool, behind a big glass. They are like dummies behind big shop 
windows. Like fishes each in its own tank. 

Dora is ill. Dora is «one card short of a full deck» - she needs too 
much attention from others, too much care and love to live. But 
people are tired of loving Dora. Her illness is too different from 
fhe common illnesses in this world, and we are going to see now 
how the world gets rid of Dora. 

The human body is fragile. Windows, huge windows are fragile, 
too. They seem frozen like shots of a film, like windows of the 
trains of life passing by the last invisible station. The fragility of a 
human body caught between two pieces of glass as between 
two trains is like a leaf between the pages of life. The fragility 
of the membranes of mind that separates us from the world 
and the world from us. Everything seems to be happening just 
in Dora’s mind. Dora reflects the world. Her consciousness is 
transparent like the water that surrounds her. «Neurosises» is 
very cinematographic. Everything takes place here and now 

- but at the same time outside physical time. The metaphysics 
of its space is condensed psychodelia that casts away today’s 
social morality into the infinite cosmic dimension out of fhis time. 
The «Neurosises» brings new mythology of space and new «new 
drama» to life. «Neurosises» gives eternal coordinates to the 
temporary, overcoming itself. In many aspects, it is happening 
due to the resolution of fhe play, part of which is an absolutely 
ingeniously invented scenic design. 

A tiny space filled wifh wafer, covered wifh light, with various 
density and temperature; the space of tiny islands of life 
swimming in fhe shaky black waters or frozen behind fhe huge 
glass - like showpieces placed into glass flasks in formaldehyde, 
into individual tanks or windows. Ritual immovability. The secret 
geography of a naked human body. The mixture of fhe living, 
genuine, real, placed in a shell of glass and mefal like in a flask 

- a fantastically accurate image of the theme, an embodied 
conflict expressed in the plastic of space. It is a clash of fhe 
living, unruled, uncontrolled, asocial and «uncomfortable» 
human nature with the icy world of the window glass. A fair 
of regulated well-being. A life for sale. Unsurpassable borders. 
Distance. Vulnerability. Nakedness. Humiliation. Holiness. Troitskyi 
extracted the key to his solution from Lucas Barfuss’s text, «in 
parallel with our world but still insurmountably separate from it.» 
Broken tile at the bottom of the pool that Dora’s chair stands 
over reminds us of space in «Stalker» and «Nostalgia». In the 
chamber space of the theatre it is something different. It is a 
floor that is not there. There is only black water and light fighting 
its way through the metal bars on the floor - the light of the 
windows and at the same time the archetypical sign of fragility, 
the unstable illusion of the world; the ancient in the modern, 
«Earth looks like sieve on St. George Day»... Infernality in high 
tech style... This definition however is more related to ((Party for 
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ripoie ue BM3HOHeHH?i 6iAbi_ue docyeTbc?i «5ecxpe6eTHOCTH». 

_rip030piCTb i BMLUyKaHMM XOAOAHMM nOAMCK «...CeAAH AHeH 

c Mamotom...)), TenAi c|oaKTypn peaAi3My, AAepTBomo-xoAOAHe 
CBiTAO HeoHy, axe 3roAOM HanoBHMTb «ncMxo3 4:48)), nepuji 
nAOLUMHM uMHKy, mo oroAKDKDTb 3aAi3Hy xpebTMHy enoxM 
(«5i xony aaotm hobmm xpe6ei» - uen KpnK nacy npo3BynnTb 
y «5ecxpe6eTHOCTM)>)... npopi3aBi_ui/i 3aBicM 3acTnrAoro, 
CTonTaHoro b ycix Hanp?iMKax, obxnToro n ni3HaHoro npodopy 
«AAXy», 51KMM, 3AaeTbc?i, Bxe He 6yB 3AQTeH hopoamtm mocb 
npMHUkinoBO HOBe, ckoakm umx HenoeAHyBaHnx peaAbHOCTen 
HecnoAiBOHO CKAaAafOTbCfl b «HeBpo3ax» y npnroAOMLUAMBnn 
Biipax, y Kpi/ixxy KpncTaAiHHy roAorpaMy HOBoro TecupaAbHoro 
npodopy. 

3acTMrAa 3Heoco6AeHidb HOBoro nacy, BcepeAMHi akoT 
MiCTMTbCfl rOAMM HepB. CueHNHMM AM30MH «HeBp030B» - Lie 
He npOCTO ((MMCTeUTBO XyAOXHbOrO KOHCTpyfOBOHHfl)). Ue 
He BUyaAbHe BTiAeHHfl cyb’cicmBHoro BHyipiLUHboro CBiiy 
nepcoHaxiB. Ue MOAeAb CBiiy, mo Mae cbokd MicUoAorifo. 
UeHTp, BepTMKOAb uboro npodopy - Aopa, Tf hokphthm biAMM 

AiKapHJIHMM pyLUHMKOM CTiAeUb, 5IKMM BMCOHMTb HOA BOAOfO, 
Hane xepTOBHMK. CiiAeub, ao AKoro, HeMOB ao nAaxM, Hi6n ao 
raHe6Horo CTOBna - Ao6Horo Micu?i nybAiHHoro MeAorAAAy, 
HeMOB ao aobm niAcyAHoro a6o cbLako npMKOBaHO oroAeHe m 
H epyxoMe TiAO. 

Aopa - Hane ameub xepTOBHMM, 6AyA, cnoBHeHMM cbsitoctI 
octohh5i AaHKa BMkipymoro poAy, naTOAoriHHO nyTAMBa icTOTa, 
mo xMBe 3a noporoM 3HeHyAeHOdi. IT BiAOKpeMAeHidb - 
BiAcyTHidb KopAOHiB. UiAKOM oroAeHa, npoie boho 3aAMi_uacTbC5i 
TaeMHMuefo. 

Kpi3b Maiepifo bmctobm npocBinye Meianpociip Mic^y. Koam 
n’eca noipanMAa b CMMCAOBe noAe CAOB’?iHCbKoT KyAbTypn, 
Kpi3b Hef nonaAa 3ByHain TeMa fopoACTBa. Aopy Ha3MBafOTb 
«pociMCbKOfo uapiBHOK)». y c|DiHaAi repo’iH?!, 3 nepeBa akoT 
BkipUaHO AiTopoAHi opraHM, MAe Ha BOK3aA, mo6 Kynmn 
kbmtok Ha noi3A ao MicUiHHoT PocFf. riaTOAori?i hm npe3yMnu,i?i 
HaACBiAOMOdi, idopi?i 3am6eAi (noBiAbHoro bSmbctbo?) 
couiaAbHO HeaAanTOBaHOi'AfOAMHM hm Mic|D npo npMLuecT?i? 
«HeBpo3bi» BCTynafOTb y AiaAor i3 oahmmm 3 HaMryMaHicTMHHiujMx 
TeaipaAbHMx npoeKTiB ciopinn?! - «Coaom)> i «AQ, AQyHbi, hah 
nOXOA 30 30A0TblMH HTHIXOMH)) BHMTeAfl TpOlUbKOrO BopMCO 
FOxaHOHOBa. Aopoie^i b nepeKAOAi 3 rpeubKOi -«BoroM AOHa». 
KopiHb <(Dorado-s»- Eldorado- pan. AopaA- cy3ip’?i 3oaoto 
Pm6o. AopMHHMM AOA - CMMBOA rapMOHM. 

Bpnxi My3MHHMX nyAbcauiki P. Cokomoto cxoxi Ha 3ByKM 
anapaia LUTynHoro ahxc\hh5\. 3AaeTbC5i, mm nepedyBaeMO 
niA BOAOfO - BcepeAMHi caMoro TiAa. Ado Aecb pa30M i3 yxe 
BiAbHOfo BiA TiAa AyLuefo, nepeA ?iKOfo po3ropiaeibc?i cyA Tf 

3eMHMX AiJIHb. Y BMCTaBi 3AiMCHMAMCb OCOdAMBi npOCTOpOBO- 
nacoBi cniBBiAHOLueHH?i Mix cueHOfo Ta TAJiAaneM. «HeBpo3bi» He 
nepeHaBaHTaxyfOTb cnpMMHmji. Bohm BMTpMMyfOTb ocodAMBy 
AMCTaHuifo. Bohm BAMBA?ifOTbc?i y ta^aoho. Bohm 3aAMLuafOTb Moro 
nepeA npaBOM BMdopy. Ue podMTb cniBynacib ime TpariHHiLuofo 
- CBiAOMOfO TO dOAiCHOfO. 

n’eca Ayxaca Bepc^yca couiaAbHa, b hm AOCMTb daraTO 
MopaAUaTopcbKMx iHTOHauiM, Ta i MAeTbca b HiM npo npodAeMM, 
51 Ki yKpa'iHCbKe eyeniAbCTBO 3MOxe 3po3yMiTM poxiB tok nepe3 
cto (to m to 3a yMOBM ycniLUHoro po3ropTaHH5i yKpaiHCbKOi 
AeMOKpaTif). ((CeKcyaAbHbie HeBpo3bi holuhx poAHTeAen» — ue 
po3noBiAb npo CBodoAy MopaAbHoro BMdopy BiAbHMx AfOAeM. 
Ue npodAeMa cneuMcUiHHMx, Ayxe oeodMCTMx CToeyHKiB 
i3 BoroM i baochmm cyMAiHH?iM, xapaKTepHa aaa KyAbTypM 
nocTKaTOAMUM3My Ta npoTecTOHTM3My. y neBHOMy eeHCi 
«CeKcyaAbHbie HeBpo3bi holuhx poAnreAen» dyAM aa?i «AAXy» 
me CKAaAHimMM MaTepiaAOM, Hix «Ahho», ocKiAbKM Te, mo 
y BycTax mBekmapm AyKaca Bepc^yca 3ByHMTb, 51 k cnpoda 
BiABepTO roBopMTM npo npodAeMM cynacHoro mBeMuapcbKoro 


People with Distorted Posture.» 

... The transparency and refined cold glitter of «...Seven Days 
with the Idiot.the warm textures of realism, the deathly cold 
neon lights that later fill «4:48 Psychosis)), the first zinc platters to 
bare the iron spine of this epoch («l want to have a new spine)) 
is the cry of time in «Spinelessness))J... After cutting through 
the veil of the stagnated and fully explored space, DAKH that 
seemed unable to create anything radically new, takes these 
fragments of irreconcilable realities and suddenly puts them 
together into «Neurosises)), an incredible stained glass, a fragile 
Crystal hologram of a new dramatic space. 

The frozen anonymity of new time with a naked nerve in the 
centre of it. The scenic design of «Neurosises)) is not just an «art 
of imaginative construction.)) It is not a visual embodiment of 
the subjective inner world of characters. It is a model of the 
world with its own mythology. The centre, the vertical of this 
space is Dora, with her chair covered by a white hospital towel, 
standing over the water like an altar. The chair is like a block, like 
a whipping post, like a calvary of public medical examination, 
like a prisoner’s dock that her naked and immovable body is 
chained to. 

Dora is like a sacrificial lamb; she is fornication filled with 
holiness; the last link of a degenerative family, a pathologically 
sensitive being that lives beyond the border of senselessness. 
Her separation is the absence of borders. Fully naked, she alone 
remains a mystery. 

The meta-space of a myth shines through the fabric of the play. 
As the play gets into the sensual field of Slavic culture, it begins 
to sound like the story of the «holy fool.)). Dora is called a «Russian 
queen.)) At the end, the heroine from whose body all intimate 
parts have been cut out, goes to the train station to buy a 
ticket to a train departing for the mythical Russia. Pathology 
or presumption of supermind, the story of the perishing (slow 
murder?) of a socially unadapted person or a myth of the 
Advent? 

Neurosises initiates a dialogue with one of the most humanistic 
theatrical projects of our century - the «Garden)) and «Da- 
Dauny or Hiking for the Golden Birds)) by Troitskyi’s teacher, B. 
Yukhananov. Dorotea in Greek means «Given by God)). Its root 
is «Dorado -s)) - Eldorado - Paradise. Dorad is the constellation 
of the Golden Fishes. The dorado tone is a symbol of harmony. 
The ripples of musical pulsations of R. Sakamoto sound like an 
artificial breathing machine. We seem to be underwater-inside 
the body. Or perhaps somewhere else, along with the soul that 
departed from the body, that has come to the judgment of 
its earthly deeds. The play implements special spatial-temporal 
relations between the stage and the viewer. «Neurosises)) does 
not force impressions. It keeps its distance. It peers into the 
viewer. It leaves him with a choice. It makes participation even 
more tragic as it is deliberate and painful. 

Lucas Barfuss’s play is social, pierced with enough moralizing 
intonations to speak of the problems which will open up to 
Ukrainian society’s understanding in about a hundred years or 
so (and that-provided the successful development of Ukrainian 
democracy). «The Sexual Neurosises of Our Parents)) is a story 
about the freedom of moral choice of free people. It is a problem 
of specific and very personal relationships with God and one’s 
own conscience, typical to the culture of post-Catholicism and 
Protestantism. In a sense, «The Sexual Neurosises of Our Parents 
))for DAKH was even more complicated than «Anna)) because 
what Swiss Lucas Barfuss intended as an attempt at a sincere 
discussion of the problems of today’s Swiss society is taken by the 
Ukrainian audience as the competitive dialectics of rebuking 
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cycniAbdBa, ho yKpaiHCbKiki cueHi BkirAAAac, ak koh 'fOHKTypHa 
AiaAeKTMKa bmkpmtt?i 6ypxya3Horo CBiiy, a OTxe - BTena BiA 
po3MOBM npo BAacHi npo6AeMM. He Kaxyni/i Bxe npo Te, mo 
cynacHa LLlBekiuapm, 3o6paxeHa ho cueHi yKpaiHCbKoro 
Teaipy, BeAbMM pkGkiKyc ctotm KapkiKaiypoio ho caMy ce6e. 
Uboro He CTOAOC5I. Idopm npo nckixiHHOXBopy AiBHkiHKy He 
BTpaTMAO CBOC'l KOHKpeTHOCTi. BOHO HOSyAO HOBOrO BMAAipy - 
BMMipy MeTOC|Di3MHHOrO KOCAAiHHOrO 6oAKD. COUiaAbHy ApaAAy 
6yAO nepeTBopeHO ho eK3kicieHuikiHy TpareAiio 3am6eAi 
((BHyipiUJHbOT AklTklHkl)). 

y neBHOAAy ceHci «Aopa» aoc^tao CTkiAicTkHHOi 3aBepujeHOCTi 
M nOBHOTM, a OTXe - 3BMHOMHOCTi. 3a HefO MUJOB HOBklM o6epT 
noLuyKiB - c|Da3a ui/iHKy. Tp m bmctobm ukiKAy - «CeKcyaAbHbie 
HeBpo3bi HOLUHX poA^reAem, «nckixo3 4:48» i ((BecxpedemocTb. 
Benep aaz ahdasm c HapyLueHHOM ocoHKom CKAOAafOTb 
CBoepiAHy TpkiAorifo, mo BiAbkiBac Tpki dpQ3\A 3arki6eAi xmbo'i 
AtOACbKOI npkipOAM. 

KAayCTp 0 C|D 06 i?l 30MKHeHMX npOCTOpiB - SOAiCHe Bkl3HaneHH5l 
«5i)>, OHTaroHicTMHHe i_uoao npociopy «Mamoto» to «Aopn)>. 
rpaHkiHHa AenepcoHaAbaum to 3Heoco6AeHidb. TexHoreHHicib. 
naTOAoriHHa CTepkiAbHidb. AecaKpaAbaum. 3AAiHa MariHHoro 
MeAMHHMM. MeTOAeBMM npi/iCMax AAeranoAicy. 

Ha «HeBpo30x» HixHidb BkinepnaAacfl. niujAa KyAkicb y niABOAHi 
npepii TacAAHoro aKTopcbKoro 6yu5i. 3AacTbcsi, TpaAkiuii 
«AAXy», AAkideubKa npkicipacTb Tpo'fubKoro ao apxakki, kpmxko 
noeTMKa CBiiy, cnoBHeHoro HaiypaAbHkix KOAbopiB, 3anaxiB i 
BiAHyuiB, HioaHcyBaHH?i AeiaAeM - Bee ue po3menAtoeibC5i. Hac 
3HMI_UyCTbC?l 51K KOTeropH. AeMOHTyCTbC51 3 npOCTOpy. «riCMX03 
4:48» B3araAi uIakom no36aBAeHkii/i penoBoro cepeAOBkima. y 
repo'iB «ncMxo3 4:48» to «5ecxpe6eTHOCTM» HeMae Mi/iHyAoro 
m MaMdyTHboro. Bohm nepexMBaiOTb uMKAiHHy Miciepito 
caMopyMHyBOHH?!. TeKd Copn KeMH - HeHane odpyHKa, repot 
«5ecxpe6eTHOCTM», npoMUJOBUJM koao, noBepiatOTbc?! b Ty caMy 
TOHKy 6e3HaAiMHoro m 6e3BktxiAHoro KopnopaTMBHoro padcTBa. 
AereHAapHe «l believe in yesterday)) 25 nepeTBoptocTbc?! Ha 
npncyA MaktbyTHbOAAy Ta cynacHOdi. 

riepuji CAOBa y b\acjqb\ «ncMxo3 4:48)) AyHatOTb y TeMpflBi. 
repoi*H5i npnxoAMTb i3 uiAKOBkuoro AAopoKy. Ue Hane noBepHeHH5i 
iHKapHaun caMoTCapn Kem - if HenpMKajtHotAyLui, npupeneHoi 
3HOBy m 3HOBy npoxMBaTM b iHUJMx max ApaMy caAAorybdBa, 
mopa3y noBToptotOHM Ti caAAi caobo. 

CBiTA5iHi uMHKOBi naHeAi, mo b «Aopi)) AexaAM Ha niAA03i hqa 
beperaMM bacektHy, y BkiCTaBi «nckixo3 4:48)) i «5ecxpe6eTHOCTM» 
KpMTMHHO 6AM3bKi AOXMBOrO TiAa. TepoTHIO «HeBp030B» OTOHyBaAa 
BOAa. «5ecxpe6eTHOCTb» \ «ncMxo3 4:48)) - ue 3eMA5i xaM-Tex: 
HeobXMTMM 6e3AyLUHMM arpeCMBHMM 3He0C06AeHMM npodip 

- CBOrO pOAy UMHKOBa TpyHa 3 AipOHKaMM, Kpi3b 51 Ki COHMTbC51 
CBiTAO. y BkiCTaBi «nckixo3 4:48)) npociip me iHAkiBiAyaAbHkiki, 
y «5ecxpe6eTHOCTM» - KopnopaTkiBHkiM. BkiciaBAeHa Ha 
aBaHeueHi, noAibHa ao Aic|DTy KaMepa BkiciaBki «nci/ixo3 4:48)) 
Mac Akime oamh bmxla - yropy. Tepoim CapM KekiH Mac OAHy 
BOAto - boakd ao CMepii. llepcoHaxi «5ecxpe6eTHOCTM» BOAi 
He AAaiOTb. 3BiAbHeHH5i / «hobo nodaBa)), «HOBkiki xpebeT)) - yce 
ue 3aAkimaeTbC5i HeAOC5ixHOio AAeioio. Oc|Dic cxoxmm ho 
3aAi3Hy nacTKy, b 5iKiki niA eAeKipoHixy to CBiTAO MkiroTAkiBkix 
AixiapiB xaoTkiHHO bopcaiOTbc?i HaniBboxeBiAbHi xepTBki. Oc|Dic 

- nodiHAycipiaAbHa MyAbTkiMeAikiHa Beb-M’?icopybKa, mo 
nepeAAeAtOC iHAMBiAyOAbHy CBiAOAAiCTb HO OAHOCUopMOTHklM 
c^apm, npoAyKyc 3pyHHkiki BaxyyM, ynaKOBOHkiki CTOHAapT 
«cniBpobiTHkiKa)). 3AaeTbC5i, mo Aia «5ecxpe6eTHOCTM» 
BiAbyBacTbc?) BcepeAkiHi BeAeieHCbKoro KOAAn’toiepa, Ae aa?i 
AtOAMHki, 3aTkiCHyioi AAix AAiKpocxeAAaAAki, nepeAbaHeHa pOAb 
cUyHKuff. «lrpoBa AAamkiHa aa?i nybAiHHoro xmtt5i AtOAkiHki - 
aKTopa 3a c|DaxoM)) y «5ecxpe6eTHOCTM» ciaAa «MamkiHOio 
AA5I rpkl 3 aKTOpOAA)). BiH HaBiTb He rBklHTMK, BiH - Beb-CkipOBklHa. 
y ubOMy cepeAOBkimi AtOAkiHa - baiapekiKa, mo BkipobA5ie 
25 «The Beatles». 


the bourgeois world. And this means fleeing any discussion of 
our own problems. Not to mention that today’s Switzerland, as 
depicted by the Ukrainian theatre , risks becoming a caricature 
of itself. This did not happen. The story of a mentally ill girl did not 
lose its content. It simply found a new dimension - metaphysical 
cosmic pain. A social drama was turned into an existential 
tragedy of the death of an «inner child.)) 

In a sense, «Dora» has reached stylistic completion and fullness, 
and thus - finality. It was followed by a new spiral of search - fhe 
zinc phase. Three plays of fhe cycle - «The Sexual Neurosises of 
Our Parents,)) «4:48 Psychosis,)) and ((Spinelessness. A Party for 
People with Distorted Posture)) -- form a trilogy reflecting three 
phases of death of the living human nature. 

Claustrophobia within closed spaces is a painful determination 
of one’s boundaries, antagonistic towards the space of fhe 
((Idiot)) and ((Dora)): extreme depersonalization and anonymity; 
industrialization; pathological sterility; desanctification; the 
replacement of magic wifh medicine; fhe metallic aftertaste 
of a megalopolis. 

Neurosises lost all tenderness. It left for the underwater plains of 
secret acting. It seems that traditions of DAKH, Troitskyi’s artistic 
striving for archaic, the fragile poetry of a world full of natural 
colors, smells and sensations, the detailed nuances - all of it can 
disintegrate. Time is destroyed as a category. It is dismantled 
from space. «4:48 Psychosis)) has absolutely no objective 
environment. The heroes of ((Psychosis)) and ((Spinelessness)) 
have neither past nor future. They experience the cyclic mystery 
of self-destruction. Sarah Kane’s text is looped. When the heroes 
of ((Spinelessness)) go through one circle, they come back to the 
same point of hopeless and desperate corporative slavery. The 
legendary «l believe in yesterday)) 25 turns into a sentence to the 
future and the present. 

The first words of ((4:48 Psychosis)) sound in the darkness. The 
heroine comes out of pitch blackness. It is like reincarnation of 
Sarah Kane herself - her restless soul that is doomed to relive the 
drama of suicide in ofher bodies over and over again, repeating 
the same words. 

The shining zinc panels that in ((Dora)) lie around the sides of the 
pool, are critically close to the living body in ((4:48 Psychosis)) 
and ((Spinelessness.)) The heroine of ((Neurosises)) was surrounded 
by water. In ((Spinelessness)) and ((4:48 Psychosis)), it is a high- 
tech land - the outback inanimate aggressive space - a sort 
of shining zinc coffin with holes in it. In ((4:48 Psychosis)) it is 
individual, but in ((Spinelessness)) it is corporate. The cell of ((4:48 
Psychosis)) is placed in the foreground and has only one exit - 
upwards. The heroine of Sarah Kane has one will - fhe will to die. 
Heroes of ((Spinelessness)) have no will at all. Liberation, a «new 
posture,)) a «new spine)) remain an unreachable dream. Their 
office looks like an iron mouse trap, in which half-sane victims 
run around chaotically under electronic sounds and blinking 
lights. The office is a post-industrial multimedia web meat- 
grinder that grinds the individual mind into a one-format mince 
and produces a convenient vacuum of a packed standard 
((worker.)) It seems that the action in Spinelessness takes place 
inside a huge computer where a person is squeezed between 
microcircuits and is granted the role of a function. «A game 
of public life for a person wifh fhe profession of an actor)) in 
((Spinelessness)) becomes a ((game with an actor.)) He is not even 
a screw; he is raw material for fhe web. In this environment, a 
man is a battery discharging the energy of fear, insecurity and 
feeding the machine of socially engaged feelings. It is a mixture 
of a marking and marked realities. In this play, Bart’s theatre 

25 «The Beatles.)) 
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eHeprifo dpaxy, HeBneBHeHOCTi b co6i to imui/ix couiaAbHO- 
aHraxoBaHkix nonyrriB, 51 Ki xnBA5iTb MaujMHy. Tyi nepenAiTaiOTbC5i 
ABi peaAbHOCTi - 03H0HHMK TO 03H0HyB0He. BapiiBCbKe 
BM3HOHeHH?i TeaTpy 51 k <(Ki6epHeTMHHOi AAai_uMHM» HobyBae y 
BMCTOBi cnpaBAi CTpaxiTAkiBoro Kac|DKiaHCbKoro 3BynaHH5i. 

EAeKTpOHHO My3MKO, UMHKOBi nOHeAi TO APOTM, LUO 3BMCOK)Tb 3i 
cieAi b cxoxmx ho ka \ jk\a kohtopkox, Beb-KOMepn, 51 Ki b pexnMi 
HOH-don TpaHCAfOfOTb Aiio ho expaH. «5ecxpe6eTHOCTb» - 
CMHTe3 cynacHkix MyAbTMMeAinHnx TexHOAoriM, Teaipy Ta KiHO, 
LUO CTBOpKDGTbC51 B peOAbHOMy Haci M HerOMHO BnAiTaeTbC51 
b xkiBy TKaHMHy bmctobm. BiAeo ciae He Amue hoctmhoio 
cueHorpacUiT, a n HanBaxAMBiujnM CTpyKTypHMM eAeMeHTOM 
an, b 51 Kin cniAKyBaHH5i nepe3 Beb-KOMepn hocto 3aciynae 
6e3nocepeAHiM xmbmm KOHTaKT. Uen nocepeAHMK Mix tmm, 
xto Bkipo6A5ie, i tmm, xto cnpnnMae, no36aBA5ie rA5iAOHa 
npMTaMaHHOT TeaTpOBi CB060AM CnpMMH5ITT5l, 3AiMCHfOK)Hn 
KaApyBaHH5i Ta mohtox am npocTO Ha CTiHi. KapTMHKa 3 ’Taoc 
HMM aAMM BiACOTOK rA5iAOHeBOi yBarn Ta eHeprii, ctbopkdkdhm Mix 
rA5)AaneM i aKTopoM AMBHy ncMxoAoriHHy «Be6-npoKAaAKy». 
BiAeo CTBopioe BiAHyTT5i napaHOiAaAbHoro CMHApoMy—3AaeTbC5i, 
LUO HO expaH TpaHCA10eTbC51 CerMeHTOBOHMM Ha HOpHO-6iAi 
KAiTMHM 3anaAeHMM KOpnopaTMBHMM M030K. Ta boahohoc i uen 
HecKimeHHMM mohtox aTpaKuioHiB, i TOTaAiTapHa TexHoreHHicTb 
CepeAOBMLUa - TiAbKM 30BHiLUH51 xiTMHOBO 060A0HK0, UMHKOBO 
KAiTKa AA51 XMBMX yni3HOBOHMX AlOACbKMX noHyTTiB. HeBMpo6AeHMx 
i 6e3nOpaAHMX. nonyTTiB HeKOHTpOAbOBOHMX. 3aKOH XMTT51, 
CTpnxeHb, xpe6eT 6e3xpe6eTHMx - umhkobmm naHunp - 
BMBeAeHO Ha30BHi. BcepeAMHi naHye xaoc. npoTe xmtt5i tpmbog. 
HaBiTb 5IKLUO B OUMHKOBOHOMy COpKOC|Da3i KOAeKTMBHOrO 
HeCBiAOMOrO - OC^iCHOMy MOrMAbHMKy 30XMB0 nOXOBOHMX 
OMSiuiM, TaAOHTiB i HOAiM BOHO HOrOAye AOBeAeHMM AO KMniHH51 

napaHoiAaAbHMM c^apc. 

XOM TOM 51 K, a B UiM BMCTOBi nepMOHeHTHMM KAiHiHHMM CTOH 
cycniAbCTBa Bee me e npMBOAOM AA5i rpM. Ue CBoro poAy 
cynacHMM TeaTp AeAb-apTe, TeaTp Bni3HaBaHMx couiaAbHMx 
MOCOK - BaclDiKCOBOHMM, yHic|DiKOBaHMM, nepeTBOpeHMM Ha 
OHAOMH-BiAeO, n0360BAeHMM XMBOrO KOHTOKTy, CBO6OAM 
iMnpoBBauif n oco6MCTicHoro nepBH5i couiaAbHnn cfcapc. 

ape, b 5iKOMy nonpM xan-TeK o6oAOHKy Ha5iBHa to como 
He3MiHHa CepeAHbOBiHHa HaHMHKa - BTil_UHO-C|DiAiCTepCbKMM 
xypaBAMHOBMM cix - 6pyTOAbHi xapTM, rpy6i rerM, TeaTpaAbHi 
tpkdkm, 51 Ki, nepeMLuoBLUM y cepeAOBMme oc|Dicy, He btpotmam 
cnoKOHBiHHoTc|DapcoBoTnpMpoAM. Mocko, 6Aa3HiBCbKa LuanKa, 
MyA5ix roAOBM niA mmlukokd, 6yTac|DopcbKa coKMpa b roAOBi, 
Hix y cnMHi - ue He npocTO 03hohhmkm HacKpi3b LUTynHoro CBiTy 
CMMyA51KpiB, Ae HaBiTb 6iAb BTpanae o6’CKTMBHiCTb BiAHyTT51 M 
CTae «peroTAMBMM» i «AypHMM». Ue mocb 6iAbi_ue - o3hohhmkm 
oco6AMBoro oc|DicHoro «Hacy X» Kopnopauif. 

«ByHT y TyaAeTi» - kophoboa, luo He BiA6yBC5i, po3nanAMBa 
cnpo6a 3imKpe6TM 3 o6amhh5i npMpocAy Maexy «cniBpo6iTHMKa», 
ho 5iKMMCb nac 3MiHMTM couiaAbHy poAb. Cnpo6a, mo HanepeA 
6yAa npMpeneHa Ha npoBaA - CBiT, MOAeAb 5iKoro BiA6MBae 
KAiTKa cueHorpac|Dii', He nepeASanae 30 HM BMxoAy 3a pomkm. 
Micue MaKCMMaAbHOi cbo6oam cniBpo6iTHMKiB -TyaAeT. npoTe 
m BiH tokox nepeSyBae niA BceBMA5iHMM okom BiAeoHarA5iAy: 
«Becb CBiT - TeaTp»... 

Y BMCTOBi «ncMxo3 4:48» BiAcyTH5i irpoBa CBiAOMicTb. TeKCT 
3anepenyc c|DiAOCOc|Diio rpM. CueHorpac|Di5i TyT - ue MOAeAb 
npocTopy, mo 3HMmye TpMBMMipHicTb cueHM, no36aBA5ie 
aKTopa cbo6oam nepecyBOHH5i, npMpiKae Moro ho HemaAHMM 
moAO ce6e okt ny6AiHHoro AymeBHoro caMooroAeHH5i. CueHa 
51 K nCMXOAOriHHMM UMHKOBMM emac|DOT. Ue - TeaTp XOpCTOKOCTi 
HOBoro nacy - AecaKpaAUOBaHMM, AeMic|DOAori30BaHMM, 
no36aBAeHMM eHeprii iHTeAeKTy. AAe 5iKmo b TeaTpi xopcTOKOCTi 
ApTO BiACyTH51 MeXO Mix TiAOM i CBiAOMiCTK), TiAO CTae o6’cktom 
ni3HOHH51 i AXepeAOM MiCTMHHOrO AOCBiAy, TO «riCMX03 4:48» 
BiAA3epKaAfOC BiATOpmeHH5l TiAa. BOAiCHe BiATOpmeHH5l, CAMHMM 


, like a ((cybernetic machine)) finds a truly terrible meaning in 
Kafka’s manner. 

Electronic music, zinc panels and wires hanging from the ceiling 
and looking like office cells, webcams that are always online to 
broadcast the action onto a screen. ((Spinelessness)) is a synthesis 
of modern multimedia technologies, theatre and cinema 
created in real time and immediately interacting with the living 
fabric of the play. Video is not just a part of scenography, but 
an important structural element of the action, where talking 
through webcams often replaces direct contact. This mediator 
between the producer and the recipient robs the viewer of 
the freedom of impression that is characteristic of fhe fheatre 
. It crops and mounts the action right there on the stage. A 
shining picture devours a lot of attenfion and energy from the 
audience, setting up a strange psychological «web lining)) 
between the viewer and the actors. 

Video creates a sense of a paranoiac syndrome - it seems that 
the screen shows an inflamed corporafe brain segmented into 
black and white cells. At the same time, this endless flow of 
attractions and the completely hand-made environment is just 
a chitinous cover, a zinc cell for the living and recognizable 
human feelings. Rawand helplessfeelings. Unconfrolled feelings. 
The law of life, fhe centre, the spine of the boneless - a zinc shell 
- is placed inside. There is chaos inside. Life however goes on. 
Even if the zinc sarcophagus of fhe collective unconscious - an 
office grave - has buried ambitions, talents and hopes, it looks 
like a boiling paranoiac farce. 

In ((Spinelessness)) the permanent clinical condition of society 
is still a game. It is a modern dell’arte theatre , a theatre of 
recognizable social masks. It is a social farce that was registered, 
unified, turned into online video, devoid of direct contact, 
freedom of improvisation or any personal element. This farce, 
despite its hightech shell, contains the same medieval elements 
remain at the centre - sweet philistine cranberry juice - brutal 
jokes, rude gags, and drama tricks that lost none of their farce 
in moving into an office environment. A mask, a fool’s hat, an 
artificial head in hands, a fake ax in fhe head and a knife in 
the back - they don’t just show simulation where pain is no 
longer objective but has become ((giggling)) and ((dumb.)) It is 
something bigger, something that defines a special office ((time 
of IT,)) an «X hour)) of corporation. 

((Rebellion in the Toilet)) is an aborted carnival, a desperate 
attempt to scrape down the engrafting mask of a ‘worker,)) to 
change a social role temporarily. This attempt is doomed to fail. 
This world, whose model reflects the cell of scenography, sees 
no way out of the frames. The place of the workers’ maximum 
freedom is... a foilet. However, CCTV is installed there, too: ((the 
whole world is a theatre )>... 

There is no consciousness of game in ((4:48 Psychosis.)) The text 
rejects the philosophy of game. The scenography of «4:48 
Psychosis)) is a model of space that destroys any 3D stage, 
leaving actors with no freedom of movement, dooming them 
to a ruthless act of public self-baring of soul. The stage is like a 
psychological zinc block. It is the theatre of cruelty of a new 
time - desanctified, demythologized, devoid of the energy of 
intellect. But while Artaud’s theatre of cruelty has no border 
between the body and the consciousness, because the body 
becomes an object of consciousness and a source of mystical 
experience, ((4:48 Psychosis)) reflects the alienation of body. 
A forturous alienation, the only way out of which is death. 
Senseless, shameful, devoid of mystery or worth. 

The text of Sarah Kane is a diagram of decaying consciousness. 
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Bi/ixiA i3 AKoro - CMepTb. Be3rAy3Ad, ctmako, no36aBAeHa TaiHCTBa 
TO riAHOCTi. 

TeKd Capn KePiH - AiarpaMa po3naAy cblaomoctI mo 
po3KAaAaeibC5i / MaHic|DecTaiJ 1 m6e3rAy3AOCTixkiTT5i / 3anepeHeHH5i 
pOKOBOHOCTi HO XMTT5I, BM5IBMBC5I SOAiCHO yAbipOCyHOCHHM, 
CniB3ByHHMM C|DiAOCOC|Dll' HOBOrO nOKOAiHHJI. CMAAnTOMOTMHHO, 
LUO BMCTOBa 30 «anOKpMC|DOAA HOBOT ApOMM» - AiTOIlMCy 
caAAory6cTBaKAacMKa«HOBOiApaAAM»CapMKeMH,-HapoAMAac5i 
B HOApaX OKTOpObKOf LUKOAM 51K CaAAOCTiMHO poSOTO. «riCMX03 
4:48» - toaoc noKOAiHH5i. I~oaoc, luo AAOHic|DecTye BiAMOBy 
xmtm. I, moxambo, HakinoKa30BimoK) 6yAa Hakinepma - 
HOMMeHm Bkipo6AeHa m Haki6e33axMCHima bmctobo: iciepMHHa 
m po3KyMOBAxeHa, npMHUkinoBO a-ecTeTMHHa, a-TeaipaAbHa, 
a-AAMCTeubKa, boho enaiyBOAO m ApaTyBaAa, m caMe TOMy 
3aninaAa, pohmao - po3TMHOAa ctmtaaotm nacy, npkixoBaHi niA 
noBepxHefo iAeoAorii tajihukd. 

CueHiHHMM AM30MH BMCTOBM «riCMX03 4:48»- B3ipei_l,b AAiHiAAOABAAy. 
BdaHOBAeHa ho aBaHcueHi MeiaAeBa KOHCTpyKum, mo 
ocBiTAfOBaAa noAAimeHy ao He'f AfOAMHy ackpobi/im xoaoahmaa 
CB iTAOM, HaraAyBaAa AAeiaAeBy KaAAepy, TOMorpac|DiHHMM 
anapai aaa CKaHyBaHm M03Ky. Anoc|Deo3 3yMOBAeHOdi to 
H eCBOSOAM. ripi/IAfOAHa CnOBiAb 51K okt CMepii. I boahohoc y 
caMOMy o6pa3i ambhmm KOHc|DAiKT: Hai/mcKpaBiLue c£>i3MHHe 
CBiTAO He3AOTHe npOHMKHyTM B TO'lHy XMBOrO, BMCBiTAklTM 
CyTb. TaeAAHMU?! SOXeCTBeHHOrO TBOpeHH51, mo MiCTMTbC5l B 
AtOACbKOAAy TiAi, XMBO CKyAbnTypa nAOTi, HeMMOBipHMM KOHTpaCT 
nepBicHoT Kpacn xmtt?! to xbopo6amboT po3m’?ikaoT CBiAOMOdi, 
5iKa diKae KpoB’fo m BMBeprae noTOKM CAiB, no3HaHeHkix 
AymeBHOfo CAaSKidfo to eMouiMHMM 6pyAOAA. 

51 k i b «HeBpo3ax», y BkidaBi «ncMxo3 4:48» ueHTpaAbHe AAicue 
nociAae oroAeHe TiAO. 51k i b «HeBpo3ax», oroAeHa AfOACbKa 
nAOTb ci6coak)tho a-ceKcyaAbHa, aHTkiceKcyaAbHa - 3 hok 
6ecnopaAHOcri m Bpa3AMBOdi akdamhm, koctkdm HOBoro Teaipy, 
mo npkiMmoB ho 3AAiHy ecieTM30BaHiM i AAic|D0A0ri30BaHiM 
peaAbHOdi koaokuil TpoiUbKMM oroAfoe CBin Teaip. 3HiMae 3 
Hboro mxipy. Ue xed 3BiAbHeHH5i BiA Maiepn i nonepeAHboro 
AOCBiAy - xed, npncB5iHeHMM nepeAHyufo HOBoro, 3AaeTbC5i 
BMXOAOAA i3 nOBHOKpOBHOrO XMTT51 B nyCTeAfO HeBiAOAAOCTi, 
3yXBOAMAA 6yHTOM pyMHyBOHH51 eTMHHMX i eCTeTMHHMX 
ynepeAxeHb «noKOAiHH5i 6aTbKiB». Uen xeci\ pymieM 5iKoro e 
iHTyTu,i5i / npncB5iHeHMM 6oAicHOMy, CTpaAHkiubKOMy nomyxy 
cbogT 3eAAAi o6iTOBaHoT - Teaipy HOBoro doping, BiH Moxe 

BM51BMTMC51 i COpOKOAeHHOK) CaAAOiHiuiauiefO MiHiAAOABAAy, i 
BMXOAOAA y HOBy AAMCTeUbKy peaAbHidb. 

Mapi?i 51ciHCbKa 
Km'i'b, 2008 piK 

nepeKAOA 3 pociMCbKo'f- Aeci AMceHKO 

HaApyKOBOHO B OAbMOHaci ((MaAeBMH. KaOCMHHMM OBOHrapA. 
Biie6cbK-13» (peAOKTop T. Kotobmh), 2012 piK 


a manifestation of senseless life, a demonstration of the rejection 
of the doom to life. It is painfully ultra-modern, harmonious with 
the philosophy of the new generation. One of the symptoms 
is that the play about the «apocrypha of new drama» - the 
chronicle of the suicide of the «new drama» classic writer, 
Sarah Kane, was born as independent work at the theatre . 
«4:48 Psychosis» is a voice of the generation, a voice that 
refuses to live. The most significant was the very first, the rawest 
and most vulnerable play: shocking and irritating, hysterical 
and uncombed, principally a-aesthetic, a-theatrical, a-artistic, 
and thus offending, wounding, uncovering the stogmats 
(stigmata??) of time that had always been hidden under the 
surface of the glossy ideology. 

The scenic design of «4:48 Psychosis)) is the model of minimalism. 
The metallic installation in the front of the stage shed bright cold 
light on the man inside it. It looked like a glimmering metallic 
cell, like tomographic equipment for brain scan: the apotheosis 
of pre-conditioning and binding, public confession as an act 
of death. And a terrible conflict at the heart of it: even the 
brightest physical light is unable to penetrate the mystery of 
life, to shed light on it. The mystery of divine creation is hidden 
in a human body, a living sculpture of flesh, an unbelievable 
contrast of the virgin beauty of life and painful, crumbling and 
bloody consciousness, throwing out the words that carried 
traces of mental weakness and emotional dirt. 

Just like «Neurosises)), «4:48 Psychosis)) devotes its central place 
to a naked body. Just like in Neurosises, the naked human flesh 
is absolutely a-sexual, or antisexual. It is a sign of hopelessness 
and vulnerability of a man, the costume of a new theatre that 
replaced the anesthetized and mythologilized reality of the 
collection. Troitskyi adores his theatre . He skins it. This gesture of 
liberation from matter and preceding experience -- a gesture 
devoted to foreseeing the new -- seems to become a way 
out of the full-blooded life in the wilderness of the unknown, a 
self-inflicted rebellion of destruction of ethical and aesthetical 
attractions of the ((generation of the fathers.)) Moved by the 
foretaste of intuition, devoted to the painful, torturous search 
for the promised land of the theatre of a new age, it may turn 
out to be a forty-day self-initiation of minimalism or an Exodus 
into a new artistic reality. 

Maria Yasinska 
Kyiv, 2008 

Translated from Russian by 

The text was first published in the almanac ((Malevich. Classical 
avant-garde. Vitebsk-13))(editor T.Kotovich), 2012. 
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BAAAMCAAB TPOlUbKHM: 
«OBMEXEHb HEMA£...» 

BeciAy BeAa Mapisi SciHCbKa 

nPOAOr 


VLADYSLAV TROITSKYI: 

«THERE ARE NO LIMITATIONS...» 

Interview by Maria Yasinska 
PROLOGUE 


BAaA TpoYUbKMM - y KHMXUi «Pe>KMCCepbl 
XX sera;;, 5iKy a 3apa3 hmtoio, nopyi_ueHO 
nkiTOHm: hm AAOxe TeaipaAbHMM a^h 
H anMcaTM KHkiry npo Teaip, akmm BiH 
CTBopkiB. AyT XyBe, HanpMKAOA, pobmb 
BMCHOBOK, LUO Lie HeAAOXAMBO. «HaneBHO, 
- nkiLue BiH, - He moxho bmaaototm BiA 
TeaTpaAbHOrO Amo BAAiHHfl p 03 AAipK 0 ByB 0 TM 
npo CBOfO TBOpniCTb, AOCALAXyBOTM AAOTMBM, 
aHaAbyBaTki npMHMHM, mo e pyrnieM Moro 
npaui». 



Baqamcaqb TpoiUbKMM Vladyslav Troitskyi 


VladyslavTroitskyi: Currently I am reading a 
book called ((Directors of the 20 th century» 
and it raises the following question for me: 
are theatre figures able to write books 
about theatres that they founded? For 
example of Louis Jouvet, came to the 
conclusion that it would be impossible. 
((Apparently,)) he says, «one cannot make 
theatre figures argue abouf their creative 
works, study their impulses and analyze 
reasons that drive their work.)) 


Mapfo flciHCbKd - ( CMierbcn ) Oahok yci akdam, 

HMT TeKCTM yBiMLUAH AO uicT KHMXKM, UMAA 30MM0K)TbC?l... 

B. T. - Ue He 30BciM tok... A AOAi XyBe Kaxe: ((Hm 03hohoc ue, 
mo 6yAb-?iKa Teopm Teaipy, hm to Epexi, hm to CraHicAaBCbKMM, 
Hinoro He AOC? MOXAMBO, AAOfl BiAnOBiAb 3AOBaTMAAeTbC51 
30H0AT0 KOTeropMHHOfO. BOHO He 30BCiAA 6e3 KOpMCTi, OAe 
AOC Ayxe MOAO. BpeXTO He MOXHa 3p03yMiTM 30 CTOpiHKOMM 
((MaAoro OpraHOHy)), Teopifo eniHHoro AiaAeKTMHHoro TeaTpy He 
nepeKAOCTMMOBOKDTeOTpOAbHOTnpaKTMKM, peTeAbHO BMBHOfOHM 
6pexTiBCbKi hototkm ho ufo TeAAy. HeMOXAMBO ocsirHyTM 
ceHC ecpeKTy onyxeHHfl 3 TeopeTMHHoro onncy, 3pobAeHoro 
BpexTOAA)). Te caMe XyBe Kaxe npo CTOHicAOBCbKoro: «MeHi 
Aobpe BiAOMe nonyTT5i Hecnoxofo m po3rybAeHOCTi, 5xe bmhmkoc, 
koam Tebe 3anMTyfOTb, 5 ik 6e3Ain pa3iB 3anMTyBOAM MeHe b pi3HMx 
KpaiHax: «5 Ikmaa c Bolu AAeTOA?», «Y HOMy noA5irae cyTb Boluoi 
T eoTpaAbHOi Teopff?)), «5 Ik Bm y?iBA5ieTe cobi poboTy b TeaTpi 
to com TeaTp?)). 3araAOAA BiH po3noBiAac npo Te, mo, koam 
BMHMKAO U.5I npobAeMO, BiH 3ibpOB yci ypMBKM, CTeHOrpaMM CBOIX 
AeKuiM i 3 ycboro uboro ckaob neBHMM koaox, akmm, moxambo, ao 
neBHOT AAipM 3AOTeH AOTM yjIBAeHHJI, CTBOpMTM neBHMM 0bp03... 51 
raAOfo, mo koam 51 3apa3 noHHy tobopmtm BiA cebe npo icTopifo 
((AAXy)), TO MMMOBOAi BMMAe TOKO CnOTBOpeHO, BMKpMBAeHO, He 
BeAbAAM nepeKOHAMBO KOpTMHO... 

M. 51- HacnpaBAi ue Ayxe uixaBO. LUkobo caMe 51 k Bama 

Cyb’CKTMBHO AyAAKO. 

B. T. - (cMieTbCfi). Pin y TiAA, mo 51 He aaokd KOHKpeTHoro 
ycTOAeHoro y?iBAeHH5i nepioAy Aec5iTM-n'5iTHaAU5iTMpiHHoT 


Maria Yasinska: (laughs) Nevertheless, 
everyone whose texts were used to compile that book, are 
doing just that... 

VT: That’s not quite true... Jouvet says: ((Does that mean 
that any theatre theory, either Bertolt Brecht’s or Constantin 
Stanislavski’s, give nothing? My answer might seem too rough 
and judgmental. Theatre theory is not useless, but it gives too 
little. You cannot understand Brecht from the pages of ((A Short 
Organum for the Theatre)), in the same way that you cannot 
translate the theory of epic dialectic theatre into the language 
of theatre practice with the help of simply studying Brecht’s 
notes on the subject. You cannot understand the meaning of 
the alienation effect from theoretical descriptions given by 
Brecht)). Jouvet says the same thing about Stanislavski. «l am 
well aware of the feeling of anxiefy and confusion, which one 
can experience being asked, as I was asked numerous times 
in many countries: ((What is your method?)), ((What is the main 
point of your theatre theory?)), ((What is your idea of work in the 
theatre and that of theatre itself?)). Generally speaking, he said 
thaf when he faced such problems he gathered all extracts 
and verbatim records of his lectures and made a collage of all 
materials that could possibly create some image and outline 
of the basic idea... So, I believe that if I started talking about 
the history of DAKH and sharing my personal points of view, like 
it or not, you would get a flawed, misrepresented and non¬ 
convincing picture... 

MY: Actually that is very interesting. As your own personal 
judgmental opinion. 


AOBHMHM_ 

M. 51. - AAe X 30p03 yxe AAaAa b BMHMKHyTM neBHO AMCTOHUifl 
ao AAMHyAoro, nepeycBiAOAAAeHH5i, mo x HacnpaBAi 
BiAby BO AOC51... 

B. T. - Yce ue He tok npocTO. ToAAy mo Bxe icHye -My aaoi'm 
CB iAOAAOCTi tokox - neBHMM ((AAic|D0A0ri30BaHMM npocTip)) i BiH 
TOHHO Heob’CKTMBHMM! BiH Heob’CKTMBHMM 3 OrAflAy HO AAeHe 

cboroAHiujHboro, i, 3raAyfOHM, mo 51 BiAnyBOB toal 51 po3yAAifo, mo 
byB Heob’ gktmbhmaa! 

M. 51. - Hm 03H0H0C ue, mo icTopisi - ue c|DiKuisi? Hm icHye pi3HMmi 
AAiX <<C|DiKUiefO>> M «AAic|DOAA»? I HM bOHMTe Bm XOH 51KMMCb ceHC 
B iCTOpil TeaTpy? Hm BiH XMBe AMLUe B KOHKpeTHMM AAOAAeHT i 
BAAMpae be3 CAiAy, TiAbKM-HO U5I AAMTb 30KiHHyCTbC51? 

B. T. - IcTopia TeaTpy - ue LUBMAme cyTO TeopeTMHHa icTopi^i 


VT: (laughs) The point is that I have no special opinion of my 
works 10-15 years ago... 

MY: But today you must have some distance from the past, 
some re-understanding of what was actually happening at 
that time... 

VT: That is not as simple as it may seem. There is some 
((mythologized space)), and you can find it even in my mind. 
This space is definitely biased and prejudiced! It is biased on 
the point of view of the present-day me and my recollection, 
perceptions and feelings of those years. I understand that by all 
means I was not impersonal at that time either! 

MY: Does that mean that history is fictional? Is there any 
difference between ((fiction)) and ((myth))? Do you see any sense 
in theatre history? Or does it exist only at certain moments and 
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MpiT npo HeicHyfOHMM pan. G toko penAiKa: «5kmo xiocb ue 
nni_ue, 3HaHMTb, ue KOMycb noipi6HO». 3aAMLuacTbC5i HaAta, lllo 
boho AonoMarae hmtohom, oco6ambo tmm i3 hmx, xto po6i/iTb 
CBiM Teaip, 3HOMTM BAacHy Mpiio npo TeaTp. 

AXEPEAA 


dies without a trace as soon as such moments pass? 

VT: The theatre history is like an absolutely theoretical dream 
about unexisted paradise. There is such phrase: if somebody 
wrotes, it means that somebody needs it. We hope that it helps 
readers, especially people making their own theatres, to find 
their own dream about the theatre . 


B. T. - ...51k 51 Moxy o6’ckthbho ouiHMTM, HacKiAbKM noraHOio h m 
Aobpofo 6yAa bmctobo ((...HeTBeprbiH amluhmm ...;;? 

M. 51. - Oahok mm MOxeMO tobophtm npo Te, HOMy boho 

BMHMKAO, LUO BaC XBMAfOBOAO B TOM HOC, HOMy iCTOpfa «AAXy» 
p03BMB0AaC51 COMe TOK? 

B. T. - Bee ue BiAbyBaAOC5i paALue Ha HecBiAOMOMy piBHi. Ue 
He 6yB ycBiAOMAeHMM BMbip. 

M. 51. - To 6 to neACBiH bmhmk BMnaAKOBO? 

B. T. - MeHi npodo cnoAobaAac 5 i oaho cueHa. - Boho 
3 AaAac?i MeHi Ayxe TeaipaAbHOfo. 

M. 51. - CueHa «6paiaHiB» npo «rpn6oHKM»? 

B. T.-Tok. 

M. 51. - A Himue, AocTOCBCbKMM, TixaMauy MoHA3aeMOH? 

B. T. - Ue 6 yAM po 3 ropHyii umtotm. neACBiH 3 raAye Hiurne 
i AOCTOCBCbKOrO. 0AMHe, LUO 51 AOAOB, Ue ((CaMOrybCTBO 
3 aKOxaHMx Ha ocipoBi HebecHMx TeHeT». MeHi Ayxe CKAaAHO 
06 'GKTMBHO OUiHlOBaTM, LUO 51 TOAi AyMaB i Horo XOTiB. Ue 
3aBXAM 6 yB paAi-ue eMOuiMHMM iMnyAbc, Hix 
iMnyAbc iHTeAeKTyaAbHMM. Ue He 6 yAO Tax, i_uo 
5i cepM03H0 3aMMCAiOBaBC5i, 5i k C5imyTM yeix TMX 
tam 6 mh... Hinoro noAibHoro! MeHi cnoAobaBC 5 i 
neACBiH. Ao uboro MeHi noAobaBC 5 i MaMACCB. 

Ao uboro-CipiHAbepr, CyxoBO-KobMAiH, Kac|DKa, 

TeAbAepoA. Koam Hama CTyAi5i BMOKpeMMAac5i 3i 
CiyAM HepKOBa, mm rpaAM i b My3eT3aHbKOBeubKoT 
Capipa... Ao uboro MOMeHTy 51 Bxe 3po6MB 
baraio BCboro. 

M. 51. - 51k BnAMHyB Ha Bac HepKOB? Hm caMe 
BiH no3HaMOMMB Bac i3 KOHTeKCTOM cynacHoro 
CBiTOBoro Teaipy? 

B. T. - CboroAHi 51 po3yMifo, mo «KoMno3Mui5i 
C|DparMeHTiB» enpaBMAa CMAbHMM BnAMB Ha MiM CTMAb 
pexMcypM. AAe 51 B351B TiAbKM Te, mo MeHe uiKOBMAO. Moc 
ocobMCTe po3yMiHH5i cyTi uboro MeTOAy Taxe: tm 3HaxoAMi_u 
y TBOpi KAlOHOBi eMOUiMHi, bOAbOBi abo HyTTCBi TOHKM, 51 Ki 
c By3AaMM uboro TBopy, m po3pobA5ieuj 'fx AeTaAbHime: 
Mi 3 aHcueHiHHO, TeKCTOBO toluo. Ui c^parMeHTM HeTpMBaAi. 
51k Ka3aB HepKOB, ue c^iKCOBaHa eMOum, c|DiKCOBaHe nonyrra, 
neBHa tohko - c^parMeHT, 5ikmm c|DiKcyeTbC5i. Tm 3HaxoAMi_u y 
TBopi 3, 5, 7 tokmx c^parMeHTiB i Tx peneTMpycuj, a Mix hmmm - 
30Ha BiAbHoirpM. Y ubOMy MeTOAi byAO boxambo, luo pexMcep 
com npebyBaB Ha MOMAOHHMKy, i po3pobA5iAMC5i neBHi 3hokm, 
51 Ki BKa3yBaAM, mo noHMHaeTbC5i hobmm cUparMeHT... 

M. 51.- lAeTbC 5 i npo Te, mo com pexMcep rpae? 

B. T. - TaK, pexMcep, mo rpae. 

M. 51- LUo Aae U 5 i TexHOAori 5 i? 

B. T. - AA51 MeHe U51 TeXHOAOh51 AOBaAa MOXAMBiCTb AOCMTb 
mBMAKO 3HaXOAMTM niAXiA AO byAb-51KOrO TBOpy He3aAeXHO 
BiA Toro, hm ue n’eca, hm npo3a. ToMy mo c^parMeHT - ue 
neBHMM Bi3yaAbHMM, nyTTGBMM abo kopotkmm TeKCTOBMM obpa3. 
Ue MOxyTb byTM tpm penAiKM, ue He BeAMne3HMM TeKCT, He 



AHOTOAiM HepKOB 
Anatoliy Cherkov 


ORIGINS 

VT: How can I impartially evaluate how good or bad the 
((...Fourth Man Out...» was? 

MY: But we can discuss why it was created, what excited you 
at that time, and why the history of DAKH was developing in 
that way. 

VT: Everything happened on instinctive and unconscious level. 
It was not a deliberate choice. 

MY: Are you trying to say Pelevin appeared accidentally? 

VT: I simply liked one scene. I found it very theatrical. 

MY: Do you mean the notorious scene in which ((brothers)) 
discuss ((mushrooms))? 

VT: Yes. 

MY: What about Friedrich Nietzsche, Fyodor Dostoyevsky and 
Chikamatsu Monzaemon? 

VT: Those were explicative quotes. Pelevin mentioned Nietzsche 
and Dostoyevsky. The only thing I added was ((The 
Love Suicides at Amijima)). It is very hard for me 
to make unbiased judgments about my thoughts 
and my desires at that time. It was always more 
emotional impulse than intellectual one. I have 
never seriously planned to submerge into all those 
chasms... Nothing of the kind! I liked Pelevin. 
Before him I liked Yury Mamleyev, Johan August 
Strindberg, Aleksandr Sukhovo-Kobylin, Franz 
Kafka, and Michel de Ghelderode. After our 
studio separated from the Cherkov’s company, 
we played Jean-Paul Sartre in the Zankovetska 
Museum. By that time I had done lots of things. 
MY: What influence did Cherkov have on you? 
What did you draw from his methodology? He 
acquaited you with the context of global contemporary 
theatre . But what influence did Cherkov’s methodology have 
on you? 

VT: Now I believe the ((Composition of fragments)) had a 
powerful impact on the style of my directing. But I took only 
what I was interested in. Here is my understanding of the main 
point of the methodology: in some works you find so-called 
keys, emotional or sensual points, which, I would say, are the 
knots of that work, and you elaborate them in details: create 
mise-en-scenes, read into texts, etc. Those fragments do not 
last long. Cherkov used to say those are fixed emotions, fixed 
feelings and some points - fragments - which are fixed. You 
find 3, 5, 7 such fragments in the work and rehearse them, and 
the space between them is the space for free acting. In that 
methodology it was important for the director to be on the 
stage, certain technologies and certain signs were created for 
the places where the new fragments begun... 

MY: Do you mean directors act in such works? 

VT: Yes, I mean acting directors. 

MY: Is there any contribution from such techniques? 
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mohoaot ho 40 xbmamh. Tm obMpacuj 3, 5, 7 TOKMX tohok, nicA5i 
Uboro AAOXeLU CfcopMyBaTM 30Hy 3B’513KiB. TOKMM niAXiA 30BXAM 
AAae CBOT TpyAHOLUi, OCKiAbKM HMM biAbLUOfO G 30H0 BiAbHOI 
rpM, TMM 6iAbLUMM PM3MK, LUO TOK 3BOHO ((iAAnpOBBOUm)) 6yAe 
HeniAroTOBAeHOfo. AAe iHOAi 3’5 iba5iaoc5i Ayxe noiyxHe irpoBe 
nOAe, LUO, 3BMHOMHO, MeHe 3aXOnAKDBOAO. 

Ao Toro x AAeHi noAobaAOC5i, mo tcikmm 
niAxiA Aae 3AAory lubmako BMraAyBaTM m 
CTBO pfOBOTM BMCTOBM. U,e CC|DOpMyBaAO 
neBHMM norA?iA ho AAaiepiaA: koam s \ 

LUOCb HMTOB i AACITepiaA AAeHi nOAObOBC5l, 
b AAeHe OApa3y x HapoAxyBOAkic?! iAe'f, 51 k 
M oro nepeTBopkiTM ho Teaip. 

M.5L-Hmm 6yAO 3yAAOBAeHe koao ho3bohmx 
Bciaam aBTopiB, CiyAiefo HepKOBa? 

B. T. - Hi. 51 30BXAM 6araio hmtob. 9\ obMpaB 
OBTOpiB, 51 Ki 3aninaAM paALUe HyUGBO, Hix 
iHTeAeKTyaAbHO - byAMAM mokd cUaHTa3ifo. 

Koam 3b’5iba5ibc5i CBiT, 5ikmm xoTiAOca BTiAMTM b xmT5i. Kac|oKa 
nopoAxye o6coakdtho c|DaHTacTMHHi obpa3M, Momaccb, 
CTpiHAbepr, aAe He n’ccM, a Moro pomoh «Caobo i_uaAeHU5i 
HQ CBikl 30XMCT)), o6o «KOAeKLl,iOHep» cPayABQ... 



Ha peneTMUN 
Igor Lysov’ 


VT: This technique helps me find various approaches to any 
piece of writing rather quickly, regardless of whether it is a 
play or a novel, because fragments are the visual, sensual or 
short textual images. You may take only 3 lines, not a long text, 
not a 40-minute monologue. You choose such 3, 5, 7 points 
and then shape the bonding area. Such 
an approach is always delicate and has its 
complications, because the bigger the free 
acting zone, the higher the risk that the so- 
called ((improvisation)) will not be prepared. 
Sometimes there was such powerful acting, 
^ that I was completely entranced and 
fascinated. Moreover, I liked that such an 
approach gave me the chance to make 
up and create performances swiftly. It 
gave birth to a certain point of view on 

Iropfl Amcobo 

s rehearsal material: when I read something and liked 

the material, I immediately saw how I could 
turn it into theatre . 

MY: What influenced the choice of authors? Was it somehow 
stipulated by Cherkov’s studio? 


3 OAHoro boxy, tokmm niAxiA ao MaiepiaAy aobob CBoboAy, 
3 Apyroro - obMexyBaB, aAxe uen AAeTOA He nepeAbanaB 
TexHOAorn c^iKcauiT. nobyAOBa bmctobm ho TOTaAbHiM 
iAAnpoBi3au.il Mac cboT CKAaAHomi. HaBiTb cUiKCOBOHi tohkm 
- HacnpaBAi, tm He po3yAAiB, 5ik Tx c|DiKcyBaTM. Tm AAOxeuj 
3ac|DiKcyBaTM MbaHCueHM, aAe 5ik axiopoBi noBTopMTM rpy? 
He noBTopMTM, a yBiMTM b tom commm eMOuiMHO-nyTTCBMM 
CTOH? 9 \ baHMB, LUO niCA5l neBHOl' KiAbKOCTi nOBTOpiB noHMHac 
HiBeAKDBOTMC5l COAAO npMpOAO rpM, i Tpe6a 6yAO 3HOBy LUyKOTM 
hobmm MaTepiaA. ToAAy, 3 OAHoro boxy, ue 6yB nAiAHMM nac, a 
3 Apyroro.... 

M. 51. - Hm o3Hanae ue, mo ((KoAAno3Mui?i c|DparAAeHTiB)) He 
nepeAbanaAa CMCTeAAM bmxobohhji aKTopa? 

B. T. - HepKOB baraTO tobopmb npo noAic|DOHiHHicTb, y TOMy HMCAi 
npo noAic|DOHiHHicTb icHyBOHH5i ho cueHi, npo Te, mo HeobxiAHO 
BTpMAAyBOTM y c|DOKyci yBarM OApa3y KiAbKa nAacTiB. Oahok ue 
30BXAM BMKAMKOAO B AAeHe npOTeCT, bo 51 p03yAAiB, mO AIOAMHO, 
5IKO ^iAeC^p5IA^OBaHO nOHMHaC HaA CMAy 3aAAMCAIOBaTMC5l npo 
6-7 nAacTiB: AAy3MHHMM, rpac|DiHHMM, iHTeAeKTyaAbHMM AiaAor, 
AiHilO TOKy M TOKy... ILUAOC5I npO Te, mo TM nOBMHeH CTBOpfOBOTM 
neBHy rpac|DiKy, npM ubOAAy tobopmtm neBHMM TexcT, BiAnoBiAOTM 
iHLUMAA TexcTOAA Tomo. Aa5i AAeHe ue byAa yAAorA5iAHa Teopm. 
Moxambo TOAAy, mo, ho xaAb, AAeHi He AOBeAOC5i nobanMTM 
npMKAOAiB Ti peoAbaun, 5iKi b MeHe nepeKOHOAM. 

M. 51. - Ue byAO noB’5i3aHO 3 tmm, mo He byAO aicropiB, 51 Ki b 

BOAOAiAM TeXHiKOK), LU.O AOBOAO MOXAMBiCTb Ue BMKOHOTM? Hm 
H e byAO 3anponoHOBaHO MeTOAOAonf, 5xa b aoboao 3Mory Tx 
niAroTyBaTM? 

B. T. - MeHi ckaoaho CK030TM. AAxe ue byB tom nepioA, koam 51 
Mir 30MM0TMC5I TeOTpOM AMme napaAeAbHO 3i CBOTm HayKOBMM 
i bi3Hec-xMTT5iM, MeHe uixaBMAO TiAbKM Te, mo aoboao 3Mory 
mBMAKoro OCBOCHH51 MaTepiaAy to BMxoAy Ha nybAixy. MeHi 
byAO HeuiKaBO aobto to bmchoxambo peneTMpyBOTM. Ue byB 
tokmm nepioA. no cyTi, 51 byB y cTyAM HepKOBa AMme piK. noTiM 
M05I CTyAi5l BiAOKpeMMAOC5l. CnOHOTKy B MeHe byAO TpM OKTOpM! 
A5iho AaroAeHKO, Aboma lAAfoneHKo to IpMHa TapaceBMH. 
Koam 3aKiHHMBC5i nepioA Ha MMxaMAiBCbKOMy npoByAKy, CTyAi5i 


VT: No, I always read a lot. I chose authors, who spoke to me 
in certain ways, rather sensually than intellectually, authors 
who awakened my fantasy; when I imagined the world which I 
wanted to bring to life. Kafka gives birth to absolutely fantastic 
images, there are also Yury Mamleyev and Johan August 
Strindberg, not his plays, but his novel called ((A Madman’s 
Defense)) and ((The Collector)) by John Robert Fowles... 

On the one hand, such an approach to material gave me 
freedom, and on the other - it constrained me, because it 
did not provide any technique for fixation. There are certain 
difficulties in production of performances on total improvisation. 
In fact, I did not even understand how to fix the fixed places. 
I can fix placing on stage, but how can actors repeat their 
acting? How can they reach the same emotional and sensual 
states? I saw, that after a certain number of repetitions the 
whole nature of acting dilutes, and I had to look for the new 
material again. For this reason, on the one hand it was a fruitful 
time, but on the other... 

MY: Does that mean that the ((Composition of fragments)) 
did not envisage a system of upbringing or mentoring for the 
actors? 

VT: Cherkov often described polyphony, including polyphony 
of coexistence on the stage, he said we had to pay attention 
to several layers at the same time. I always objected to that, 
because I understood that it was unbelievably hard for a 
person to reflect about 6-7 layers: music, graphics, intellectual 
dialogues, all kinds of lines... Actors had to create certain 
graphics and say something at the same time, respond 
with particular lines, etc. For me it was a conceptual theory. 
Perhaps, because, unfortunately, I had no opportunity to 
see an example of its implementation, which could have 
convinced or persuaded me. 

MY: Is it because there were no actors who had mastered the 
technique which would have made it possible to do that? Or 
there was no approach, which would have allowed training? 
VT: It is hard to say because it was the period when I could only 
be engaged with the theatre along my scientific and business 
life. I was interested only in those things which provided a way 
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HepKOBO CfDOKTMHHO p03n0A0C5l, M 3aAMLUMAOC?l paALUe BiAHyTT?! 
CBiiy uicT cTyAiT, Hix peaAbHicTb. fOpa 51ueHKO TOAi hobhobc5i 
y BackiAbeBa m nepioAMHHO npni'3AMB. CaMe TOAi 5i no'fxoB 
3a KOMnaHifo 3 nepLuofo ApyxnHoio fOpn 51ueHKa, Aioaoio 
BackiAeHKO, BCTynaTM ao TMTHCy. 

«KPMCTAAA» 

M. 51- Bm MOXeTe BM3HaHMTn, LUO OCObnCTO BaAA AOB KOXeH 
i3 AAOMCTpiB, 5iKi cc|DopMyBaAn LUKOAy «AAXy» y 1996-1999 
poKax? 51k ho Bac BnAi/iHyAi/i Amcob, KDxohohob, BiAbneHKO? LUo 
yBiMLUAO y Bai_uy ocobncTy pexncepcbKy npaKTMKy? 

B. T- Ue Ayxe CKAaAHO. 51ki_uo nopiBHioBOTM ue 3 KyxHeio, 
To6i npMHOC5iTb 6opm, tom 50 iHrpeAieHTiB, i KOxeH AOAae 
CBin hioohc. 51k noro apTHKyAiOBOTM? Be3yMOBHO, 51 raAaio, 
mo ho c|DopMyBaHH5i pexncepa 

M AKDAMHM HOMbiAbLUe BnAMBOKDTb 
0 C 06 HCT 0 CTi, nepCOHM, 3 51KMMM 
CTMKaeLUCfl B UbOMy XMTTL 
M. 51. - I Bee x, cnpobynMO 
BMOKpeMMTM OCHOBHi BeKTOpM. Bkl 
BHMAMC51 B BopMCO KDXOHOHOBO B 
TeaTpi «AAX», 3rOAOM 30KiHHMAM 
noro Kypc y l~MTI/ICi, CaMe 
MOMy HOAeXMTb KOHUenui?! 

«KpMCTOAAO». LUo 03 hohoao aaa 
B aujoro CTOHOBAeHH5i 3ycipiH i3 
fOxOHOHOBMM? 

B. T. - Bopnc KDxohohob - 

AlOAMHO, 51KO BMiC CTBOpiOBOTM 

hobkoao ce6e cbItm. CbItm iAen. 

BiH yMie 3axonmM ummm CBiTaMki. 

I HakiroAOBHiLue, BiH nociAae 
a6cOAfOTHO C|DaHTaCTMHHMM reHiaAbHMM Aap BMCyAOByBOTM Bee 
ue b TeopeTMHHO-iHTeAeKTyaAbHiM i AyxoBHin nAou_i,MHi. HaneBHO, 
3-noMix ycix, Koro 51 3hokd, ue akdamho, ako HaMnpo3opiuje 
c|DopMye MkideubKi, TeaipaAbHi, couiaAbHi iAe'f. U5i noro 
3AaTHidb 3anapoBye. Toaok), Te, noro MeHi baoaoc?! hobhutmc?! 
b Bopnca, - ue cbo6oam AyMKM. 

M. 51. - LUo ue 03 Hanae? 

B. T. - Ue 03Hanae CBo6oAy o6i/ipan/i co6i ujajix i caMOMy 
c|DopMyBaTM AA5i ce6e KpmepM npaBMAbHOCTi. OSupafOHM CBin 
UJA51X, TM He nOBMHeH OpieHTyBOTHC51 Hi Ha Koro. y ?IKMMCb MOMeHT 
tm Kaxeuj: 3apa3 Min luajix caMe tokhm, i MeHi oahokobo, luo 
6yAb-xTO npo ue AyMae. 

M. 51- AAe x ue He nmaHH5i CBaBOAi hm caMOAypcTBa? 

B. T. - Ue nMTOHHfl ycBiAOMAeHoro Bki6opy. OSkipafOHM mA5ix, s\ 
MOXy 3 KMMOCb paAMTMC51. AAe 3pemTOfO Akime 51 com oSkipaio 
cbokd idopiio - mo 5i po6akd, i BiAnoBiAaAbHidb 3a He'f Hecy 

TiAbKM 51. 

LUo X CTOCyeTbC51 fOxaHOHOBa, - B 51KMMCb MOMeHT TM 
3yCTpiHaemC51 3i CBiTOM iHLUOl AKDAMHM, 51KMM no6yAOBOHMM 
30 51KMMMCb OSCOAIOTHO C^aHTOCTMHHMMM npMHUMnOMM. 13 
51KMMMCb TM 3rOAeH, i3 iHmMMM - Hi. llpOTe Te6e 30Hap0Bye 
3anaA, 3 5ikmm BiH nepeKOHye ce6e to CBiT y TOMy, mo BiH 
po6MTb. 

M. 51. - To6to 3aBopoxye Bipa? 

B. T. - Hi, He Bipa... (nay3a) Como no co6i U5i 3AOTHicTb e 
MMCTeUTBOM. 51 BBOXOIO, mO TOAOBHMM MMCTeUTBOM BopMCO 
e CTBopeHH5i «CBiTy npoeKTy», 5 ikmm BiH 3aMMaeTbC5i. He 


to rapid and clear exploration of material and performances 
in front of audiences. I took no interest in long and tiresome 
rehearsals. It was such a time for me. I have been a member of 
the Cherkov studio only for a year. Then my studio separated. 
At first I had three actors: Lyana Lahodenko, Oleksiy lllyuchenko 
and Iryna Tarasevych. When the period in Mykhailivskiy Lane 
was over, the Cherkov studio practically split and there was 
more of a feeling of its world rather than a reality. At that time 
Yuriy Yatsenko was a student in Vasiliev’s class and visited Kyiv 
from time to time. I decided to go to Moscow to accompany 
Yatsenko’s first wife Lyudmyla and enter The Russian University 
of Theatre Arts. 

CRYSTAL 


MY: Can you define what exactly did you get from every 
master, who contributed to DAKH 
school in 1996-1999? How did Lysov, 
Yukhananov and Bilchenko influence 
you? What did you take from fhem 
info your personal directing? 

VT: Those are very tough questions. I 
could compare all that experience 
to some kitchen, where you get a 
plate of borshch and it contains 50 
ingredients, each of them adding 
to the soup its unique flavor. How 
can I put it right? Certainly, the 
development of a director and a 
personality is mostly stipulated by 
people, individuals whom you meet 
Igor Lysov, Vladyslav Troitskyi, Boris Yukhananov in life. 

MY: Still, let us try to define at least 
some guidelines. You were one of Boris Yukhananov’s sfudents 
in DAKH and later you graduated from his class in fhe Russian 
University of Theatre Arts in Moscow. He was the author of the 
Crystal concept. What meaning or significance for you was 
there in meeting Yukhananov? 

VT: Boris Yukhananov is a man who knows how to create various 
worlds around him. Worlds filled with ideas. He manages to 
carry you away with those worlds. And the main thing, he was 
blessed with an absolutely fantastic genius and gift to align 
all those worlds in theoretic, intellectual and spiritual planes. I 
suppose, of all fhe people I know, Yukhananov is fhe one who 
most clearly formulates artistic, theatrical and social ideas. Such 
ability drives you mad. I think the thing I learned from Boris is the 
freedom of thought. 

MY: What does it mean? 

VT: It means freedom of choice when thinking about your own 
way and identifying your own criteria of correctness. When 
choosing your way one should not be guided by anyone. At 
the right moment you say: now this is my way and I do not care 
what anyone else thinks about it. 

MY: But that is not the matter of willfulness or tyranny, is it? 

VT: This is the matter of deliberate choice. Choosing my way I 
can askfor someone’s advice. But I can make my own decisions. 
And I am the one responsible for my. 

As to Yukhananov, at some moment you face the world of 
another person, which was constructed in conformity with 
some unbelievably fantastic fundamentals. You agree with 
some of them, the others are not acceptable to you. But you 
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pe3yAbTcu, He Te, akok) 

6yAe como bmctobo, a Te, 
mo BiH 3 uboro npkiBOAy 
roBopMTb, Te, mo npo ue 
nOHMHOfOTb rOBOpMTM AfOAM, 

5IKMMM iHTeAeKTyOAbHMAAM 

to iHLUMAAM ceHcaMM ue 
HanOBHfOCTbCfl. AA5I MeHe 
HOMSiAbLU uiHHMM G COAAe 

ue noAe - ue Te, mo MeHe 

3axonAfoe. Hm Moxy 51 AKOCb ue bmkopmctqtm? Hobpaa. AAxe 
b hoc 3aHOATO pi3Ha npnpoAa, pi3Hnn Aap. AAe, 3BicHO, ue HO 
MeHe BriAMHyAO. Xona ho piBHi TexHOAorii, npaKTMKM ho MeHe 
6iAbLui/iM BnAMB cnpaBMB Irop Amcob. Moro Teopifl «TeaTpy 
TeKCTy», hm «TeaTpy \Aem, 5iKy BiH po3po6MB y TeaTpi BacMAbCBa, 
Moro pociMCbKa «HaTBHicTb»... Bo y neBHOMy ceHci Irop BeAbMM 
hoibhmm luoao TeaTpy... 

M. 51. - Y ?iKOMy ceHci? 

B. T. - Y Ayxe no3MTMBHOMy. Ue AOCMTb rapHe BiAHyrra, 60 boho 
nepeA 60 H 0 G BMiHHfl AMByBOTMCfl. AMT51He yMiHHfl 6obmtmc5i 
b TeaTp - MOMy ue noAo6aeTbC5i. Ue 6yB nepioA «TeaTpy 
TeKCTy»: By3AM B TeKCTi, AeTOAbHMM OHOAi3 TeKCTy, 30H0 BiAbHO'l 
rpn. Yce ue Ayxe uixaBO. Amcob hobhmb iHTeAeKTyaAbHOMy 
niAxoAy ao OHOAi3y TeKCTy. fOxaHOHOB Tex 30mmobc?i umm ho 
MOTepiaAi ((^aycTO)) to «He3AOMHoro npMHua» KaAbAepoHa. 
Moro ohoagm 3axonAfOBOAM, ue 6yAO reHiaAbHO, aAe tm He 
30BXAM p03yMiB, LUO 3 UMM po6MTM HO CUeHL 51K Ue rpOTM. 
Ue HMMOCb HarOAyBOAO HepKOBO, 60 TM nOBMHeH TpMMOTM B 
rOAOBi 53 CMMCAOBMX nAOCTM. y Amcobo TM p03yMiB, 51 k rpaTM. 
CueHM 3i «3AOHMHy i KapM» B ((...HeTBepTOM AMLUHeM...)} 6yAO 
po3po6AeHO 3a TexHOAoriefo «TeaTpy TeKCTy». 3BicHO, bohm 
OApa3y TpaHCC|DOpMyBaAMC5l. 

M. 51. - Bm BMKopMCTOByeTe ufo TexHOAoriK) 3apa3? 

B. T. - BaXKO CK030TM. 51 He 3anOM’51TOByK) MeTOAy HO piBHi 
cUopMyAfOBOHb i Aec|DiHiuiM. 

M. 51. - A npoTe, mo aaa Bac 03 hohog «TeaTp TeKCTy»? 

B. T. - «TeaTp TeKCTy» - ue koam rpae nepcoHa, a He nepcoHax. 
Koam gamhokd peoAbHicTfo, ho 5ixy tm cnMpaemc?! y rpi, e com 
TeKCT. lAe5i! CyxyriHicTb iAeM, KOHcfcAiKT iAeM, AiaAor \Aen - ue 
Te, mo BM6yAOBye rpy. LU,o6 rpaTM «TeaTp TeKCTy», CAiA motm 
36yAxeHy hoato CTpiMKy CBiAOMicTb - tm noBMHeH motm Ayxe 
po3po6AeHMM anapoT: iHTeAeKTyaAbHMM, aKTopcbKMM... Bo koam 
TM pyxaemc?! B 30Hi HMCTMX iAeM, 3’5IBA5ieTbC5l BeAMHe3HO KiAbKiCTb 
o6epTOHiB rpM hobkoao. 51k ue BriAMHyAO ho CTMAb «AAXy»? 
Toaokd, ue Tpe6a AOCAiAxyBOTM He MeHi, a kpmtmkom. Bo aaa 
MeHe «TeaTp TeKCTy», «iHTeAeKTyaAbHi KOHuepTM» HCxohohobo, 
peaAi3M OrAo6AiHa - Bee ue nocAHOAOCfl y neBHMM criAOB. 

M. 51. - npoTe, 51 k MeHi 3AOGTbC5i, o6coakdtho OHeBMAHO, mo 6e3 
mKOAM Amcobo b TeaTpi «AAX» He MorAM 3 ’?ibmtmc5i Hi 
((...HeTBepTbIM AHLUHHH...)), Hi ((AOCTOeBCKHH-HeCTepTOH: 
flopoAOKCbi npecTynAeHMx hah OAHHOKne bcoahhkh 
A noKOAHncHCO)), Hi umka «...ceAAb AHen c Mahotoaa...». Ue 
HOKAOAO BiA6MTOK HO UiAMM nepiOA p03BMTKy «AAXy», OCKiAbKM 
niAroTyBOAO AfOAeM neBHOi mKOAM. 

B. T. - Be3yMOBHO. Ue moao ho MeHe noTyxHMM bhamb, ue 
CCUopMyBOAO neBHMM CTMAb rpM OKTOpiB, neBHe BMiHH51 
npaUfOBOTM 3 TeKCTOM, BMiHH51 BeCTM AOBri AiOAOTM, neBHe 
p03yMiHH51 CTMAfO. TO BOAHOHOC TyT He MOXHO 306yB0TM npO 
BeAMHe3HMM BnAMB OfAOSAiHO 3 MOfO TpeneTHMM CTQBAeHH51M 


Irop Amcob Igor Lysov 


are fascinated with the power 
that person uses to convince 
himself / herself and the world 
in those things he / she does 
at that very moment. 

MY: Do you mean faith is the 
most fascinating element? 

VT: No, not the faith... (pause). 
Talent is the art per se. I believe 
Boris’s main art is creation of the 
«world of the project» on which he works. Not the result, not the 
final versions of performances, but all the things he says about 
them, everything people say discussing them, all intellectual 
and other kinds of meanings filling all that. For me that area, that 
field is the main merit - it fascinates me, I admire it. Can I use it 
somehow? Hardly. Because we are men of different natures, we 
have different gifts. But it definitely had a certain impact on me. 
Even though I would say that on technological and practical 
level Igor Lysov was more influential in my life. His theory of the 
((Text theatre » or the ((Theatre of ideas», which he developed in 
Vasiliev’s theatre , his Russian «naTve» style... that is why in some 
way Igor is very naive in his attitude to theatre ... 

MY: What do you mean? 

VT: I mean it in a positive way. I mean that is a good feeling 
because it assumes the ability to be surprised. He likes and 
knows how to play theatre . It was the time of the ((text theatre »: 
we learned what text knots are, we examined them thoroughly 
and we studied the free acting zone. It was very interesting. 
Lysov showed us the intellectual approach to text analysis. 
Yukhananov also did that with ((Faust» and Pedro Calderon de 
la Barca’s «EI prfncipe constante». His analysis fascinated, the 
process was pure genius, but it was not always clear how to play 
it, what you should do with all that on the stage. It reminded 
me of Cherkov, because you had to keep 53 concept layers 
in your mind at once. Lysov’s technique made acting clear. 
Scenes from ((Crime and Punishment)) in the ((((Fourth Man Out)))) 
were elaborated with the help of the ((text theatre » method. Of 
course, they were transformed at once. 

MY: Do you use this technique now? 

VT: It is hard to say. I do not remember methods at the level of 
embossed formulations and definitions. 

MY: Nonetheless, what does the ((Text theatre )> mean to you? 
VT: ((Text theatre )> is a theatre in which characters are replaced 
by personalities. A theatre in which text is the only reality on 
which you rely in your acting. The idea! Accumulation of ideas, 
conflict between ideas, dialogue of ideas - they line acting up. 
To play ((Text theatre )> one must have an overstrung and keen 
mind-one must have highly developed and trained instruments: 
intellectual, acting, etc. Because when you move into the zone 
of clear ideas, a huge number of overtones appear in the acting 
around you. How did it influence DAKH’s style? I think it would 
be better if critics examined this issue. Because as for me ((Text 
theatre )>, Yukhananov’s ((intellectual concerts)) and Ogloblin’s 
realism have blended into one. 

MY: Nevertheless, I believe it is obvious that without Lysov’s 
school there would never be the ((...Fourth Man Out...)) or the 
((Dostoyevsky - Chesterton: Paradoxes of the Crime or the 
Lonesome Horsemen of the Apocalypse)) or the ((...Seven Days 
with the Idiot...)) series in DAKH. Lysov’s school left a footprint on 
the whole period in DAKH’s history, because it mentored and 
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AO XMTTfl, 3 Moro AfObOB’fO AO AeTOAeM, HOTypOAiCTMHHO- 
peaAiCTMHHMAA niAXOAOAA AO AiMCHOdi. TeOTp nepeXMBOHH?! M 
yce, mo noB’?i3aHe 3 uicfo TpaAnuicfo... 

M. 51. - Ui ABO KapAMHOAbHO pi3Hi niAXOAM He MOAM y BaLLMM 
CBiAOAAOCTi KOHC|DAiKTy? 

B. T. - Hi. y nepiOA LUKOAM ft uiAKOBMTO AMCTOHUitOBOBC?! BiA 
pexncypn. 

M. 51. - 13 hmm ue 6yAO noB’?i3aHO? 

B. T. - 51 po3yMiB, mo MeHi noTpibeH hoc, luo6 30cboTtm 

npaKTMHHe M iHTeAeKTyaAbHe 3HOHH5I iHLUklX, 

6iAbi_u AOCBiAHeHkix AfOAeM. Ao uboro ft Ayxe 
6 araio ctobmb, aAe tom nepiOA BMnepnaBC?i. 51 
po3yMiB, mo ue rAyxnn KyT. Ui tpm pokm - 1996, 

1997, 1998 - a 6yB cyAAAiHHMM yHHeM: ?i rpaB b 
O rAOSAiHO, HapiBHi 3 yciAAO OKTMBHO 3aMMOBC?l B 
MOMCTepHflX fOxaHOHOBO, AmCOBO, BiAbHeHKO... 

M. 51. - Po3KaxiTb npo po6oiy 3 BaAepieM 
BiAbHeHKOM. 

B.T.- 3HOMOMCTBO 3 BiAbHeHKOAA 6yAO KOpOTLUMM, 

Hix 3 iHLUMMM MOMCTpOMM. BiH npOBOAMB Cecil' 
b Teaipi «AAX» AMLue ABini hm TpMHi. BiAbHeHKO 
3aMAAOBC51 3 HOAAM npoSAeMOKD BTiAeHHfl B 
Teaipi poMOHHoro npodopy. OcKiAbKM a Bxe 
npaufOBOB i3 pomohhmm npociopoM b nepiOA 
«KOMno3Muif c|DparMeHTiB», ft me pa3 otpmmob 
niATBepAxeHH?i Toro, mo, 3a caobomm BepHapAa 
LLloy, «30A0Te npaBMAO, mo HeMae xoAHoro npaBMAa»: y 
npMHUMni, TM a6cOAfOTHO BiAbHMM - HeMOG XOAHOrO 3HOHeHH?l, 
?ik tm nepeAacM Te, mo HanMcaHO, hm ftKO\o aaobokd tm CKaxem 
Te, mo tm AyMaem ftK pexMcep. HacnpaBAi xoahmx o6MexeHb 
HeMae. 

M. 51. - 51kmm 6yAO CTaBAeHm OrAobAiHa ao Bcic'i uic'f AOCMTb 
aBaHrapAHo'i icTopn? 

B. T. - AiA AMBMBC51 HO Ue 3 BeAMKMM iHTepeCOM. 3BiCHO, BiH 
He Bee enpMMMOB, i Aecb HOBiTb 6yAM AKiCb KOHC|DAiKTn. AAe 
a po3yMifo, mo OrAobAiH Ayxe ckyhmb 3a TeaTpoM. HaBiTb 
3a iAeMHMMM KOHC|DAiKTaMM. KOAM TM COMOTHiM, i panTOM TM 
6anMm MOAOAe xmtta, Taxe pi3HOMaHiTHe... ABxex, moxambo, 
BOHO B flKMXOCb MOMeHTOX 3AaCTbC?l T 06 i 

cynepenAMBMM, aAe tm bannuj, mo ue akdam 

TOAOHOBMTi. A OrAObAiH Hi Ha MMTb He MOB 

cyMHiBiB, mo Irop Amcob, Bopnc fOxaHaHOB 
hm BaAepiM BiAbHeHKO - akdam TOAOHOBMTi. Tax, 

BOHM iHLUi. OaHOK COMe TOMy ue M uiKOBO. Ue 
3aAOMAeHHH?l MOrO CnpMMH?lTT?l 6yAO uiKOBMM 
i aa?i MeHe. 

M. 51. - Hm 6ohmam Bm tohkm nepeTMHy, tohkm 

AOTMKy UMX CMCTeM? 

B. T. - Hi, ue 6yAM napaAeAbHi icTopif. Xona... 

[3CIMHCAKD€TbC ^). 51 p03yMif0, mO OKTOp, 51KMM 
Ao6pe rpae b TeaTpi Amcobo, 6yAe Ao6pe rpaTM 
m y TeaTpi OrAo6AiHa. 
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BOAOAMMkip OrAOSAiH 

Volodymyr Ogloblin 



BaAepiM BiAbHeHKO 
Valeriy Bilchenko 


trained people in its own unique way. 

VT: Definitely. It had a strong impact on me, it outlined a certain 
acting style among actors, special skills in the interpretation 
of texts, skillfulness in carrying long dialogues and a distinct 
understanding of style. But at the same time we should’t forget 
Ogloblin’s incredible influence, with his reverent attitude to 
life, his love to details, naturalistic and realistic approach to 
reality. Theatre of experiences and everything related to such 
tradition... 

MY: Did those directly opposed approaches conflict in your 
mind? 

VT: No, while I was a part of the school, I distanced 
myself from directing. 

MY: What was the reason for such a decision? 

VT: I understood, that I needed time to absorb the 
practical and intellectual knowledge gained from 
other people, those who were more skilled and 
experienced than me. Before that time I produced 
a lot, but that time came to an end. It was also 
clear to me that it was a dead end. For those 3 
years - 1996 - 1998 -1 had been a diligent student: 

I played in Ogloblin’s performances equally with 
the rest of the company and was actively involved 
in Yukhananov’s, Lysov’s and Bilchenko’s studios 
without any priority. 

MY: Could you talk about your collaboration with 
Valeriy Bilchenko, please? 

VT: I knew Bilchenko less than any other master. He held 
sessions in DAKH only 2 or 3 times. Bilchenko worked with us 
on the problem of implementation of novel spaces in theatre 
. Since I have worked on novel space during my time in the 
((composition of fragments)), I found another confirmation of 
George Bernard Shaw’s saying: «the golden rule is that there 
are no golden rules)) - basically, you are absolutely free - it 
does not matter how you are going to portray the text or what 
language you will use to express something you think about as 
a director. In fact, there are no limits. 

MY: What was Ogloblin’s attitude to such avant-garde 
activities? 

VT: Grandfather was observing with great 
interest. Naturally, he did not accept everything 
and we even had arguments. But I understand 
that Ogloblin missed that and was very bored. 
He missed even ideological conflicts. When you 
are alone and, all of a sudden, you see young 
life, which is so diverse and full... Well, perhaps 
at some moment it seems controversial to you, 
but you can also see that people are talented. 
Ogloblin did not doubt, even for a second, that 
Igor Lysov, Yukhananov or Valery Bilchenko were 
in fact talented people. Yes, they were different. 
And that made it so interesting. Such deflection of 
his perception was of great interest to me too. 


M. 5l.-HoMy? 

B. T. - ToMy mo ue BMMarae BeAMKo'f BHyTpiujHboi' AncunnAiHM, 
AMeunnAiHn rpn. I jikluo b Amcobo tm KOHueHTpyeujcsi Ha 
npoxoAxeHHi iHTeAeicryaAbHoT CTpyKTypM TeKCTy, b OrAobAiHa 
TM TOK COMO AeTOAbHO 30CepeAXyCUJC?l Ha eMOUiMHiM 
CKAOAOBiM pOAi. l_Uo 6iAbLUe TM AMCUMnAiHOBOHMM, TO 6iAbLUe 
TBOfl OKTOpCbKO CBiAOMiCTb HOTpeHOBOHO HO TOKe AeTOAbHe i 


MY: Did you see any points of intersection or common points 
between such systems? 

VT: No, those were parallel stories... but on second thoughts... 
(hesitating) Generally speaking you understand that actors 
playing decently in Lysov’s theatre , will also play properly in 
Ogloblin’s theatre . 

MY: Why? 
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A6oMAMBe npoxoAxem-m CTpyKTypn. 

Y ubOMy nAcmi bohm tohho He 

KOHClDAiKTyfOTb. 

M. 51. - A 51 k y TpaAMuioHOAicTa- 
OrAOSAiHO HapOAMAOC51 AyAAKO 
CTOBMTM «Po6epTO 3yKKO»? 

B. T. - Ue 51 KynMB y MocKBi KHMXKy 
KoAbTeca, nponmaB i ckcbcib: 

«BoAOAMAAkipe MkiKOAOMOBkiny, a hm 
He pi/l3MKHyTM HOM?..». MOAAy npOCTO 
cnoAo6aAac5i n’eca i BiH 3aropiBC5i. 

3BicHO, como Tpyna, ocKiAbKM ue 
6yAa BeAMHe3Ha bmctobo, i AiA 
BkipiujMB3po6MTM'M 6araioc|DirypHOKD 
- B Hikl rpaAO 6AM3bKO 30-TM AfOAeM - 
y ubOMy ceHci bmctobo 6yAa Ayxe 
HepiBHOfo. BAacHe, TOAi Lue He 
6yAO TpynM s\k tokol Ta ocKiAbKi/i ue 6yB nepioA aKTopcbKo- 
pexkicepcbKOi eKCTepHOTypM, nepe3 «AAX» npoxoAMAa 

BeAMKO KiAbKiCTb MOAOAMX AfOAeM. 

M. 51. - Hm moxho cko30tm, CKiAbKM AfOAeM npoMUJAO nepe3 ufo 
CMdeMy? I hm b6ohoam Bm npo6AeMy b uii/i nAMHHOdi KOApiB? 
B. T. - y UbOMy e m nAfocM, m MiHycM. EiAbLu-MeHLu CTa6iAbHO b 
30H5ITT5IX 6pOAM yHOCTb oci6 i3 n’5iTAec5iT. Hocom - AO CTO. Ta 
HacnpaBAi CTa6iAbHO B LUKOAi npaUfOBOAO AfOAeM i3 ABOAU5ITb. 
iHmi nociynoBO bmmmboamc5i m KyAMCb blaxoamam. 

M.5I.-Hm BnAMHyAO 6 ho po3bmtok «AAXy», 5ik6m U5i icTopm 6yAa 
xona 6 5iKocb 3axMi_ueHa ocUiuiMHO, 5ik6m boho He nepebyBaAa 
UiAKOBMTO B 30Hi He3aAexHoro TeaTpy? 

B. T. - Hi. A6coak)tho. raAafo, mo 6yAo HaBiTb Aobpe, mo m 
30Ha nepe6yBOAa no3a AepxaBHOfo TeaipaAbHOfo ocBiiofo. 9 \ 
BneBHeHMM, mo CMCTeMO TaKOipo 60 TM 3 pi3HMMM MOMCTpaMM 
HyAOBa, OAe TiAbKM TOAi, KOAM C neBHMM UeHTpaAbHMM 
CTpMxeHb, ?ikmm i3 ycboro uboro CBiAOMO c|DopMye uiAicHe 

BMCAOBAfOBOHHJI. y TOM MOMeHT 51 6yB AO UbOTO me He TOTOBMM. 
UeM nepioA 6yB nonaTKOM Moro CTOHOBAeHH5i 51 k pexMcepa, 
ue 6yB nepioA, koam hopoamamc5i «flopoAOKCbi» (2000) - MiM 
ApyrMM CepM03HMM peXMCepCbKMM KpOK. y TOM HOC 51 nOHMHOK) 
npauiOBOTM b TeaTpi «AAX» pa30M 3 OrAobAiHMM. Ta Bee x 
Hapa3i o6amhh5i «AAXy» 51 k Moro aBTopcbKoro TeaTpy me He 
C|DOpMyeTbC51. 

TeaTp OrAoSAiHa b TOMy BMrA5iAi, b 5iKOMy BiH icHyBaB TyT, 
6yB opaHxepeefo TeaTpy, 5 ikmm Bxe 6yB HeMOXAMBMM. 9 \ k 
K a3aB Bopmc fOxaHaHOB - ue HacTiAbKM aBaHrapAHO, 5iKmo 
BMoxpeMMTM 51 k o6’gkt caMe ue 5iBMme: Te, mo e akdam, 51 Ki 3 
TOKOfO AOCTeMeHHiCTKD M TpeneTHiCTIO, uiAKOM LUMPO, 6e3 
yc5iKoro CTbo6y, HaMarafOTbC5i BiATBopMTM TeaTp micTAec5iTMx 
poKiB... npoTe Ha tom hoc y nocTpaA5iHCbKOMy npocTopi Taxoro 
TeaTpy Bxe He 6yAO. BAacHe, Moro Manxe HeMae m 3apa3. 
Ue motao icHyBaTM AMi_ue Ha Ayxe 3axMmeHiM TepMTopif. 9 \ He 
MOXy CKa3aTM, mo OCOGmCTO 51 BeAMKMM npMXMAbHMK Taxoro 
TeaTpy. y MeHe bmhmko e 6araTo nMTaHHb moAO AopenHOCTi 
neBHMx peneM. Aa5i noro ue? y HOMy ceHC? 

M. 51. - HacKiAbKM 51 po3yMiio, AA5i OrAo6AiHa ui npoeKTM 6yAM 
HacaMnepeA npoeKTaMM HaBnaAbHMMM, cnp5iMOBaHMMM Ha 
BMXOBaHH51 OKTOpiB. AAXe OrAOSAiH 3aBXAM o6MpaB MaTepiaA, 
bmxoa5ihm i3 3aBAaHb mKOAM. BiH po3noBiAaB, 5fK o6Mpae n’eCM 
i p03n0AiA5ie pOAi JQK, mo6 AK)AMHa nOCAiAOBHO p03BMBaAaC51 
BiA pOAi AO pOAi, BiA BMCTaBM AO BMCTaBM. I BMKOHOBUi TOAOBHMX 
pOAeM, 51 Ki npaUfOBOAM 3 OrAOSAiHMM AOBmMM HOC, 30BXAM 6yAM 


VT: Because it requires severe self- 
discipline and acting discipline. In 
the first case you are focused on the 
movement inside the intellectual 
structure of texts, but in Ogloblin’s 
productions you must also be focused 
on every defail in emotional structure 
of your character. The higher the level 
of your self-discipline, fhe more of your 
actor senses are prepared to such 
detailed and careful examination of 
the structure. In such context there is 
definitely no conflict between them. 
MY: Where did Ogloblin, famous for 
his conformity, get the idea to stage 
«Roberto Zucco»? 

VT: I bought a book by Bernard-Marie 
Koltes in Moscow, read it and said: ((Volodymyr Mykolayovych, 
let's risk...» He simply liked the play and was lit up by the idea. Of 
course, it was a colossal production and Grandfather decided 
to stage it as a many-figured composition - approximately 30 
people were involved in it - in this context our performance 
was very uneven. Actually at that time there was no proper 
company in our theatre . But as far as it was the time of acting 
and directing external studies, a large number of young people 
passed through DAKH. 

MY: Can you say the exact number of people? Did you see any 
problems in such a high turnover? 

VT: It had its advantages and drawbacks, positive and negative 
sides. Approximately 50 people attended our classes more or 
less steadily. But in fact approximately 20 people worked in the 
school at that time. The rest of them disappeared little by little. 
MY: Would it have influenced the development of DAKH if the 
information had been kept quite, officially at least, on some 
level, if it had not happened in an independent theatre ? 

VT: No, by no means. I think it was even better that it was beyond 
the public theatre domain. 

I am convinced, that the system of such work wifh different 
masters is remarkable, but only when inside it there is a certain 
central core, which deliberately shapes all into some unified 
expression. Af that moment I was not ready. That period was 
the beginning of my transformation into a director, it was the 
time when ((Paradoxes)) were created (2000) - the second 
significant step in my directing career. In those years I no longer 
remained in the middle ground, I started cooperating in parity 
with Ogloblin. However, DAKH’s image as my author’s theatre 
was not outlined yet. 

Ogloblin’s theatre in the state in which it existed was like a 
greenhouse, which could not last any longer. Boris Yukhananov 
used to say - that is too avant-garde, that there are people who 
try to reproduce the 1960s theatre absolutely frankly, without 
any mocking and with such veracity and reverence, especially 
if we separate the phenomenon itself as an object... However, 
by that time there was no such theatre in the former Soviet 
countries. Actually, there is no such theatre now either. It could 
exist only on an extremely protected territory. I cannot say that I 
am much of a fan of such theafre . I strongly doubt some things. 
What is it for? What is the point? 

MY: As far as I understand for Ogloblin fhose projects were first 
of all educational and aimed at mentoring actors. Ogloblin 



Ha peneTMUN Bopnca fOxaHOHOBa 
Boris Yukhananov’s rehearsal 
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HO TOAOBy BMLU.I BIA TMX, XTO npMMLUOB AO LUKOAM HeLUOAOBHO. 

Moxe, nMTOHH?i noA5ir?ie b TOMy, mo uen npouec bmxobohh?i 
T pynn He 6yAO 3aBepi_ueHO? Hm y Bac BMKAMKac 3anmaHm 
AopeHHidb TaKoro Teaipy 3araAOM? 

B. T. - 3roAeH, Bee ue tok. Ta HacnpoBAi oco6mcto He 6any 
nepcneKTkiB TaKoro Teaipy. Tokmm Teaip 6yB npnAyMOHnn 
toaL koam me He 6yAO KiHeMaTorpacUy. npMHOMMHi, koam 
K iHeMaTorpac|D me He 6yB b ubOAAy nAOHi po3BMHyTMM ao toko'i 
AA ipki. 

M. 51. - A 3K xe ecfoeKT xmboi npMcyTHOdi? 

B. T. - Ec^eKT niArA5iAaHH?i b 3aMKOBy mnapkiHy? neBHMM 
«Byaepki3M»... Mabyib, BiH boxambmm, aAe 3apa3 uboro AOCMTb 
y «peaAiTi u_ioy», i 3apa3 e BeAi/ine3Ha KiAbKidb Ayxe ?xicHMx 
icTopMHHMx cepiaAiB. 5Iki_uo a He 6any cynacHoro ocMMCAeHHA 
Uboro MaiepiaAy, to ue, HibM cxoamtm b My3en. Oco6mcto 
MeHi ue HeuiKaBO. 

M. 51. - npoTe Bm cko30am, mo, ho Bamy AyMKy, tokmm Teaip 
yxe He Moxe icHyBOTM. HoMy? 

B. T. - BiH Moxe icHyBOTM. IcHye x AMBHe MMCTeuTBO onepM. 
Oahok mm 6ohmmo, mo BiH MaMxe 3 hmk, ocKiAbKM BiH BMMarae 
HeMMOBipHMX 3yCMAb, AOKAOAHOrO BiATBOpeHHfl AiMCHOCTi. 

HacnpaBAi ueM Teaip nepenmoB y 
KiHO. Tom BiH Mae ceHC. A b Teaipi 6e3 
KpynHMx nAOHiB... Ha BeAMKiM cueHi 
ue B3araAi He Mae ceHcy, TOMy mo 
OApa3y BMHMKae KOHc|DAiKT abox penei/i: 

Hanebio tm HaMaraemcji BiATBopfOBaTM 
peaAbHidb, aAe boahohoc tm roBopMm 
flKMMOCb HenpMpOAHMM rOAOCOM. 

Moao x cueHa He Aae TexHOAoriHHMx 
MOXAMBOCTeM BiATBOpfOBOTM AiMCHiCTb 
i3 TaKOfo Mipofo BiporiAHOdi. To6to ue 
BMMarae BeAMne3HoT npaui, cepM03HMx 
MaiepiaAbHMx 3aipaT, aAe ceHC TyT He 
Ayxe 3po3yMiAMM - 3apaAM noro cboroAHi 
AeTOAbHO BiATBOpfOBOTM peaAbHidb 
XIX CTOpiHHfl y BMCTOBi 30 TMM Xe 
OdpOBCbKMM? 

M. 51. - ToAi mo x 6yAO uixaBMM? 

B. T. - OrAo6AiH! Akdamho! Moro oeoSMCTicTb - moto CBiT, Moro 
Bipa b ue. Moro idopi?i. npoHMKHeHH?i b ncMxoAorifo akdamhm 
- Bee ue 6yAO Ayxe uixaBO m kopmcho 3 norA?iAy TexHOAorii. 
AAe Teaip ?ik AeiaAbHa peKOHCTpyKui?) no6yiy KOHKpeTHoro 
nacoBoro nepioAy MeHi He uiKOBMM. 

M. 51. - BiA Horo, Ha Bam norAAA, 3aAexaAO, bmxoamao hm He 
bmxoamao to hm iHma BMCTOBa? 

B. T. - BiA Toro, hm baoboaoc?) ctbopmtm AiM. 

M. 51. - CepeAOBMime? 

B. T. - Tok, cepeAOBMme. Ue 3aAexMTb BiA Toro, hm BraAaem 
TM, HM Hi HM3Ky C|DaKTOpiB - CUeHOrpOC|DiHHMX, MBaHCUeHiHHMX, 
MOBHMX. 5lKmO BAOBOAOC?! 3HOMTM Ue BiAHyTT?! AOMy, BMCTOBa 
BMXOAMAO. 

M. 51. - Bm KopMCTyeiec?! umm? 

B. T. - Tax. TaAafO, mo ?1 BMifO CTBOpfOBOTM eueHM, 30TMmHi AA?1 
OKTOpiB. 

M. 51. - Bom AonoMarae aKTopcbKMM AOCBiA ynacii y bmctobox 
OrAo6AiHa? 

B. T. - 51 30BXAM AOCMTb CKenTMHHO CTOBMBCSl AO Ce6e 51K AO 
aKTopa, aAe uei m AOCBiA MeHi 6e3yMOBHO Aae Te, mo si Moxy 
3p03yMiTM npoSAeMM, SIKi BMHMKOfOTb B OKTOpa. 3aBXAM, KOAM 
SI rpaB, HM TO y CBOIX BMCTOBOX, HM TO B AlAa, B MeHi 3aBXAM 


always chose his material on the basis of school tasks. He used 
to tell how he chose plays and distributed the parts in a special 
way so that actors developed consistently from one part to 
another, from one performance to another. Actors who played 
Ogloblin’s protagonists and worked with him longer were always 
much better than those, who were new to the school. Maybe 
the problem is that the mentoring process and upbringing was 
not finished? Or is it that you doubt expediency of such theatre 
per se? 

VT: I agree, everything you said is true. But I for one do not see 
any prospects for such a theatre . Such theatre was invented 
when there was no cinema. At least when cinema had not 
been developed to such a level. 

MY: What about the participation effect? 

VT: The «peeping» effect? Some sort of «voyeurism»... Perhaps 
it is important, but we have enough of it in reality shows on TV 
these days, and we can also enjoy many accredited historical 
series. When I see no contemporary interpretation of such 
material, for me it is like going to a museum. I take no interest 
in that. 

MY: However, you said you believed such theatre cannot exist 
anymore. Why? 

VT: It may exist. After all, there is still such 
strange arts as opera. Nevertheless, we 
notice that it almost disappeared, because 
it requires unbelievable efforts and veracious 
reflection of reality. Such theatre was 
transformed into cinema. It has meaning 
there. Theatre has no close-ups... it has no 
point on large stages at all, because there 
is the conflict between actors’ attempts to 
depict reality and simultaneous speaking 
in unnatural voices. Small stages offer no 
technological opportunities to portray 
reality on the same level of credibility. It 
requires hard work and major investments, 
and still the objective is not quite clear - it 
is hard to understand why nowadays we should show reality 
of the 19 th century in plays based on the works by Aleksandr 
Ostrovsky, for example. 

MY: In such a case, what was interesting for you there? 

- Ogloblin! The man himself! His personality - his outlook, his faith 
in all that stuff. His history. Penetration into human psychology 

- all that was very interesting and useful from the point of view 
of techniques. But I am not interested in theatre as a detailed 
reconstruction of certain eras in history. 

MY: Are there any factors influencing success or failure of 
performances? 

VT: Both success and failures depended on the director’s ability 
to create a «home». 

MY: Do you mean atmosphere? 

VT: Yes, atmosphere. It depends on whether you get right a 
whole sequence of factors - scenography, placing on stage, 
language. When you catch such a feeling of «home», your 
performance is a success. 

MY: Do you use such a method? 

VT: Yes, I believe I know how to create scenes comfortable for 
actors. 

MY: Does your experience in Ogloblin’s productions help you 
in your work? 

VT: I was always quite skeptical about myself being an actor, 
but by all means that experience helps me understand actors’ 
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cnpaubOByBOAO pexncepcbKa CBiAOMicTb, a ue aicropoBi 
ho cueHi Ayxe 3aBaxae. Ue LUM30c|DpeHiHHMM ctoh, 6o tm 
oahohocho nepe6yBaei_u BcepeAMHi m H030BHi bmctobm. 51 3HOfo 
Ayxe moao pexi/icepiB, 5iKi 3AaTHi Ao6pe rpaTM ho cueHi. Ue 
pi3HO CBiAOMiCTb. y 51KMMCb MOMeHT BiA6yBOCTbC51 npMHUMnOBMM 
Bkl6ip. 

M. 51. - npkl6AM3HO B TOM COAAMM HOC - BOCeHM 1999 poKy - y 
«AAXy» 3’5iBA5ieTbC5i KLIM. 51k TpanMAac5i boluo nepma 3ycipiH? 
B. T. - Ue Tex ambho icTopto, TOAAy mo Bnepme a no3HaMOAAMBC5i 
3 KLIMom, koam no'fxoB BCTynaTM ao Ahotoa^ BacMAbCBa, to6to 
Aecb y 1988 poui. BAacHe, TOAi x 5i Bnepme no3HaMOMMBC5i i 3 
BopMCOM fOxOHOHOBMAA. 

M. 51. - Y tom hoc KLIM i lOxaHOHOB me npaufOBOAM b TeaTpi 
BaCMAbCBO? 

B. T. - Tax. HacTynHa Hama 3ycTpin i3 KLIMom BiAbyAac5i, 
KOAM 3’51BMBC51 «niABOA» HO CepeAHbOKOpeTHOMy 
npoByAKy m CTyAi5i HepKOBa npMi'xaAa TyAM 3 
BeAMKMM n0K030M. Mm rpaAM recce, Ka4xy... y 
tom hoc 5i nepioAMHHO npMixAXOB y MocKBy. Mm 
cniAKyBOAMC5i. 51 6ohmb KiAbKa moto bmctob: niHTepa, 
ypMBKM 3 «PeBi3opa», 6yB ho KiAbKOx peneTMumx. 51 
He MOXy CK030TM, mo MeHi ue 6yAO 6AM3bKMM, OAe 
5i po3yMiB, mo ue Ayxe cepM03HMM cBiT 3i cbockd 
6e3yMOBHOfO npOBAOKD. Mm nOTOBapMLUyBOAM. 
ni3Hime, Aecb 6AM3bKO 1999 poxy, KLIM npamoBaB 
i3 HOMM HO Kypci lOxaHOHOBO. 

M. 51. - Ha Kypci KpiM lOxaHOHOBO bmkaoaoam 
I rop Amcob, Boaoammmp Bep3iH... 

B. T. - TOK. AMMTpO MiAOKOB AOCAiAXyBOB 
BoTMepiBCbKy riMHOCTMKy... Ta ocKiAbKM b ueM hoc 
y hoc 6yAO cboc 5iCKpaBe, HOCMneHe TeaTpaAbHe 
XMTT51 B KmCBL MOCKBO MOAO AA51 HOC pOAme cUOKyAbTOTMBHe 
3HOHeHH51. 

M. 51. - 51k Bom baoaoc51 npMBe3TM KLIMa ao Kmcbo? 

B. T. - «niABOA» OCTOTOHHO P03B0AMBC51. Mm TO BO pM my BO AM. 
51 3anpocMB Moro ao Kmcbo. Ha tom hoc icTopi5i lukoam ce6e 
BMHepnaAa. Boho amiuaq cboc'i Mexi. AaAi Tpe6a 6yAO a6o 
6iAbme po3bmbotm ocBrmio TepMTopiio, po6mtm BiAKpMTi ny6AiHHi 
AeKUII... AAe B TOM HOC 51 nOHMHOKD AeAOAi 6iAbl_Ue 30Hypf0B0TMCb 
y pexMcypy. 3 iHLuoro boxy, BMKpMCTOAi3yBOAOC5i Tpyna 
OrAOSAiHO, 51KO BMnyCKOAO BMCTOBM - npM6AM3HO OAHy HO piK. 
npMixoBmM ao Kmcbo, KLIM npoBOAMB y «AAXy» 3aH5iTT5i m nonaB 
nMCOTM TeKCTM. 

M. 51. - Bom 3AOCTbC5i, mo Moro nepei'3A ao Kmcbo 6yB 
3yMOBAeHMM AMLLie 30BHimHiMM OSCTOBMHOMM? 

B. T. - r oaok), mo b ubOMy 6yAO 6araTO puhmx c^aKTopiB. y 
51KiCb MOMeHTM BiH BXOAMB y nOTyXHMM AiOAOr i3 OrAOSAiHMM... 
MOXAMBO, MOMy TOK COMO 6paKyBOAOAiOAOry. 51 MOXy CKa3aTM 
AMme, mo Moro npMi3A 6yB oahmm i3 kaiohobmx c^aKTopiB 
y po3BMTKy «AAXy». PiBeHb TeKCTiB, 5iKi nponoHyBOB KLIM, - 
ue iHLUMM piBeHb BMMOT AO OKTOpiB. 3 MOMeHTy, KOAM KLIM 
nepe'fxAxae ao Kmcbo, c|DopMyBaHH5i ctmakd «AAXy» to mocT 

CBiAOMOCTi 51 K peXMCepa 30BXAM nepeSyBOAM B pe30H0HCi 3 
Moro CMAbHMM BnAMBOM. 

M. 51. - npoTe 5i k MMTui bm AiaMeTpaAbHO pi3Hi. y HOMy X COMe 
BM51BMBC51 UeM BnAMB? 

B. T. - Ue 6yAa aioamho, 3 5ikoio 5i Mir tobopmtm. Ue x piAKicTb, 
KOAM TM MOXem nepe6yBOTM B AiOA03i 3 AKDAMHOKD, 3 51KOKD TM 
MOXem rOBOpMTM M P030M TBOpMTM, B 51KOT C HOfO HOBHMTMC51, 


problems. Every time I played in my own productions or in 
Grandfather’s performances, my director’s vision was turned 
on and it was mingling with my acting. Such a state was 
schizophrenic, because you stay inside and outside the staging 
at the same time. I know only a few directors able to act at a 
descent level. Perceptions are different and you must make an 
essential choice at some point. 

MY: Approximately at the same time, in fall 1999, KLIM came to 
DAKH. What was your first meeting like? 

VT: That story is strange, because the first time I met KLIM I tried 
to become one of Anatoly Vasiliev’s students. I think it was in 
1988. And it was also the time I first met Boris Yukhananov. 

MY: Did KLIM and Yukhananov still work in Vasiliev’s theatre at 
that time? 

VT: Yes. The next time I met KLIM was when they created the 
«Basement» in Sredniy Karetniy Lane and Cherkov’s 
studio moved in with a grand show. We staged the 
works by Hermann Hesse and Franz Kafka... In fhose 
years I used to travel to Moscow from time to time. 
We talked. I watched some of KLIM’s productions: 
Pinter, extracts from Gogol’s «An Inspector)) and I 
saw some rehearsals. I cannot say it was familiar 
for me, buf I understood it was a very serious world 
with its own truth. We became friends. Later, in 
1999, KLIM worked with us in Yukhananov’s class. 
MY: Besides Yukhananov there were also such 
masters as Igor Lysov, Volodymyr Berzin... 

VT: Oh yes, Dmitry Milakov practiced Bothmer 
gymnastics... But as far as we had our own rich 
and colourful theatre life in Kyiv, Moscow had 
extracurricular significance for us. 

MY: How did you manage to bring KLIM to Kyiv? 

VT: The ((Basement)) failed. We were friends and I invited him 
to Kyiv. By that time the school was exhausted. It reached the 
climax and the limit. The next step was either breaking the 
educational territory even more or holding some open public 
lectures... But at that time I was deeply involved in directing. 
On the other hand, Ogloblin Crystallized his company and it 
staged approximately 1 performance a year. After he arrived 
in Kyiv, KLIM started lectures at DAKH and began writing. 

MY: Do you think his moving to Kyiv was prompted only by 
external circumstances? 

VT: I believe there were numerous reasons and factors to that. 
At some point he had intense dialogues with Ogloblin... Maybe 
he lacked dialogue as well. I can only say that his arrival was 
one of the most significant factors in the development of DAKH. 
The level of KLIM’s texts gives rise to another level of demands 
to actors. Since the moment of KLIM’s arrival the formation 
of DAKH’s style and my perception as a director have been 
resonating with his forceful influence. 

MY: Nevertheless, you are diametrically opposite as artists. 
Where did such influence have its effect? 

VT: He was the man to whom I could talk. It is such a rare 
situation, when you can have a dialogue with other people. 
I was lucky to find a man with whom I could have discussions, 
with whom I could create, who could teach me a lot and was 
eager to learn himself, which is the most important. It was a 
symbiosis. 

MY: What did you learn? 
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I LUO Hai/irOAOBHILLie - S1KCI TOKOX TOTOBa 
BHMTMC5I. Ue 6yB neBHMM CklM6i03. 

M. 51. - Horo caMe, ho Bai_uy AyMKy, Bm 

HOBHMAMC?]? 

B. T. - 51 HOBHMBC 5 I B KLIMd UiHyBOTM TMLUy, 
i Toro, mo AKDAMHa ho cueHi Mae 6 yTM 
rapHOKD. Aktop ho cueHi Mae 6 yin 
rapHiLUMM, Hix y xi/iui - HanoBHeHMM He 
hoaymohmmm ceHcaMM. 3a hum Mae 6 yTM 
rAkiSkiHa. TA?iAaH Mae 6ohmtm, mo nepeA 
hum oeo 6 MCTicTb. l1po6AeMa Teaipy noA5irae 
b TOMy, mo HaMHacTiuje tm ambmluc?] BMCTOBy 
m po 3 yMieuj, mo 3 a nepcoHaxeM He CTOiTb oco 6 i/iciicTb 
aKTopa. 

B aKTopax KLIMa e Kpaca, riAHicTb, ropAicTb, oco6ambo 
CT aiyapHicTb, yMiHHfl ambmtmca, tpmmotm cede, nyTki. Y Moro 
BMCTOBOX TM 3aBXAM 6aHMUJ BpOAAMBMX xiHOK. Ue He 03Hanae, 
mo Bci bohm cexcyaAbHi, xona m cexcyaAbHi Tex. Ue oco6AMBa 
aTMoec|Depa. Oco6AMBa c|oiAOCOc|Di5i TeaTpy. Ue 6yAO aaa MeHe 
Ayxe BaxAMBO. HaneBHO, s\ noHMHaio ue po3yMiTM TiAbKM 3apa3, 
TOAi 5i k paHime ue icHyBaAO paALue Ha iHTyiTMBHOMy piBHi. 

I, 3 BMHOMHO, Moro TeKCTM - iHTeAeKTyOAbHO-C|oiAOCOC| 3 CbKi Ta 
BOAHonac BeAbMM TeaTpaAbHi - bohm Ayxe boxambI aaa MeHe 
51 K AA51 AfOAMHM. BOXAMBi, dOAiCHi, uiKOBi. 3yCTpiH i 3 TeKCTOMM 
KLIMa b icTopif c|oopMyBaHH 5 i MeHe 5ik pexMcepa boxko 
nepeouiHMTM. Ue hoctmho MeHe. rionpM Te, mo noTiM hoctob 
nepioA npaui 3 iHmMMM TeKCTOMM, 3 Ticio x «hoboio apomoio», 
ue cnpaBMAo ho MeHe 5 iKHaMnoTyxHimMM bhamb. 

M. 51. - Y HOMy x Bce-TaKM kioro cneuMc|oiKa? 

B. T. - Ayxe boxambo, mo b Hboro AyxoBHO-iHTeAeicryaAbHi TeMM 
noeAHyfOTbc?! 3 peaAbHOfo npaKTMKOfo TeaTpy. FIkluo HepKOB 
- ue Mpi?i npo TeaTp, 5iKmo fOxaHaHOB - ue po3AyMM ho 
A yxoBHO-iHTeAeKTyaAbHi TeMM, to KLIM - ue akoamho, jiko Moxe 
Po6mtm TeaTp i 3po6MAa TeaTp - y Hboro 6yB aocbIa CTBopeHH5i 
TeaTpy, to6to CTBopeHH5i peaAbHoro CBiTy. He po3AyMM npo 
CBiT, a CBiT. 

91 3axonAfOfoC5i fOxaHOHOBMM. MeHe 3anapoBye, 5iK BiH BiAKpMBae 
«CTiMKoro npMHua», m TexcT oxmbo e. 

AAe, 5iKmo necHO, 51 Aoci He po3yMifo, 

51 k rpaTM KaAbAepoHa hm aycTa». 

Xi6a mo, 51 k y IlypKapeTe - 5ik ropop, 

51 k neBHMM reneHiHr - ue s\ po3yMifo. 

9 \ po3yMifo, mo e neBHMM Mic|D, aAe 
com ((cpaycT)) 51 k TBip MeHe He 3aninae. 
npoTe ApaMOTypri?! KLIMa MeHe 
3aninae 5ik AfOAMHy, 5ik pexMcepa, 

51 k aKTopa. MeHi ue uixaBO, MeHi ue 

SOAMTb. 

M.5I.-Hm He o3Hanae ue, mo CMCTeMa 
ocBiTM fOxaHOHOBa noA5iraAa b TOMy, 
mo To6i anpiopi nponoHyfOTb oc^irHyTM 
m noAfoSMTM Te, mo To6i, tboim cynacHiM 
CBiAOMOCTi, oc^myTM m noAfoSMTM Ayxe 
CKAOAHO? 

B. T. - Moxambo. AAe ue He MiM mA5ix. 51 3axonAfOfoC5i 

BopMCOM, 51 CXMA51KDC51 nepeA HMM. BiH nOAOpyBOB HOM 3yCTpiH 
3i CBOCfO OCOSMCTiCTfO. BC51 CnpOBO B 3yCTpini 3 Oeo6MCTiCTK). 
Bo TiAbKM TOAi tm po3yMiei_u, mo icHye neBHMM iHmMM o6’cm 
CB iTy. TeopeTMHHO mm 3hocmo, mo y CBiTi e Bpyx, CTpeAep, 


VT: KLIM taught me to value silence and 
showed me that people on the stage should 
be beautiful. Actors on stage should be more 
attractive than in real life - they should be 
filled with substantiated spirits. There should 
be some profoundness and deepness behind 
them. The audience must see personalities in 
frontof them.The problem of the theatre is that 
in most cases people watch performances 
and think there are no actors’ personalities 
behind their characters. 

KLIM’s actors have such beauty, dignity, pride, 
special charisma and ability to look, behave and 
listen. In his performances you can always see beautiful women. 
It does not mean all of them are sexy, but there is definitely a 
certain degree of sexuality. It is a special atmosphere. Special 
theatre philosophy. It was very important for me. Probably, I 
understand it only now, because in the past it existed on some 
intuitive level. 

And of course, his texts - intellectual and philosophical, and 
at the same time very theatrical - they mean a lot to me as 
a human being. They are significant, painful and interesting. 
It is hard to overestimate the meeting with KLIM’s texts in the 
process of my transformation into a director. His texts are a part 
of me. Even despite there was a period of working on other 
texts later, for example, with the «new drama», which had the 
most powerful impact on me. 

MY: So what are his distinguishing features? 

VT: It is very indicative that he combines spiritual and intellectual 
topics with actual theatre practice. Cherkov is a theatre dream, 
Yukhananov is reflection on spiritual and intellectual topics, and 
KLIM is a man who knows how to make theatre and, in fact, 
he made it - he had an experience of creation of theatre , i.e. 
creation of real world. Not reflections about the world, but a 
world itself. 

I admire Yukhananov. I am dazzled with his development of 
the «EI principe constante» and the way he makes text alive. 
But, frankly speaking, I still do not understand how to play the 
works of Pedro Calderon de la Barca or 
Johann Wolfgang von Goethe’s «Faust». 
The only way I see it - to play them as 
some horror, some happening like in the 
works of Silviu Purcarete - I understand 
it like that. I understand there is some 
myth, but take little interest in «Faust» as 
a piece of literature. KLIM’s playwriting 
touches me as a human being, as a 
director, as an actor. It is interesting for 
me, it touches the strings of my soul. 

MY: Does this mean that in his educational 
system Yukhananov a priori suggested 
understanding and liking those things, 
which were very hard to understand and 
like with your contemporary conscience? 
VT: Quite possible. But that is not my way. 
I admire Boris and I worship him. He gave us contact with his 
personality. It is all about meeting the personality. This is the 
only way you understand that there is some other dimension in 
the world. Theoretically we know there are legendary people 
like Peter Brook, Giorgio Strehler and Pina Bausch. But that is 
all theory, my friend! You think: «Only God knows what kind 
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Eayuj - AereHAapHi aioam. AAe ue Bee - Teopm, Min Apyxe! 
Tn AyAAaeLu: «Bor noro 3Ha, luo ue 3a akdam...». HacnpaBAi tm 
H inoro He po3yAAieuj. A koam tm 6ohmlu y nAOTi peaAbHy AfOAMHy 
iHUJoro piBH5i cblaomoctL 51 Ka po3ropiae nepeA to6okd iHLuoro 
piBH51 peaAbHiCTb - TM p03yMiCLU, LUO CBiT - HapiBHMM 
i 6e3AAexHMM. y Te6e 3’5iBA5]eTbC5i naAiTpa CBiTy 
a6o o6lump CBiTy. I tm po3yAAiei_u cboT o6MexeHH5i, 
po3yMiei_u, mo b Te6e tok tohho He 6yAe. 

M. 51. - ToAi, BAacHe, b HOMy x noA5irae nepeAana, 
yHHiBCTBo, mKOAa? 

B. T. - 5k6n 5i HaAAaraBC5i ctotm cxoxmm ho 
fOxaHOHOBa, ho KLIMa, ho OrAobAiHa - 5i ctob 6m 
MOA eHbKMAA XpiHOBMM fOxaHOHOBMAA, AAOAeHbKMM 
XpiHOBMAA KLIMOM a 60 AAOAeHbKMAA OrA 06 AiHMAA. 

Ue He Mae ceHcy. riMTaHH5i noA5irae b TOMy, mo6 
nonyTM, mo tm Moxem y35iTM BiA KoxHoro 3 hmx, i 
TOAi c|DopMyeTbC5i BAacHe noAe ceHciB, AyMOK, 

BAacHe po3yMiHH5i peMecAa. Bhocalaok Toro, 
mo 5i AOTopKHyBC5i ao pUhmx TpaAnuin, mopa3y, 

KOAM 51 CTMKOlOCb i3 MOTepiOAOM a6o i3 COMOIO 
npMpOAOK) peXMCepCbKOrO BMCAOBAKDBaHH5l, 51 MOlOMOXAMBiCTb, 
BMKOpMCTOByiOHM pi3Hi TeOTpOAbHi MOBM, C|DOpMyBaTM MOBy 
KOHKpeTHOI BMCTOBM. 

M. 51. - Hn moxho roBopMTM npo MeTOAOAoriio Baoao 
T po'fubKoro? 

B. T. - y MeHe HeMae gamhoT MeTOAOAoriT AA5i Bcix bmctob. 
Boho mopa3y c|DopMyeTbC5i i3 cyxynHOCTi pi3HMx TpeHiHriB i 
MeTOAiB. Koam 5i nyio MaTepiaA, koam 5i 6any KOHKpeTHMx aKTopiB, 
5i myKaio MOBy - He TiAbKM cboio, a n Ty, 5iKy nonyiOTb aKTopn, 
3 AOnOMOrOlO 51KOT MM pa30M 3MOXeMO CTBOpMTM npOCTip 
bmctobm. Hm cnpaBMB Ha MeHe bhamb fOxaHaHOB? Be3yMOBHo! 
KLIM? Be3yMOBHo! 3BicHO x, Irop 
AemeHKO, AHApin BapTCHGB... 

AAe tok como ho MeHe cnpaBMB 
BnAMB Ceprin napaAxaHOB i 6araTO 
iHLUMX, i3 KMM 51 He MOB macT5i 
3ycTpinaTMC5i oco6mcto. npOTe Bee 
ue 3AMAOC51 M TpOHCC|DOpMyBaAOC51 
b MeHi y mocb iHme. HaBiTb 6iAbi_ue, 
e mocb, noro HeMae y xoAHoro 3 
HMX i mo nOB’513aHe TiAbKM 3 MOCKD 
0 C 06 mCT 0 KD AOAeiO. 13 TMM, 51K 

c|DopMyBaAac5i M 051 npMpoAa 51 k 
pexMcepa i 51 k AMpeKTopa TeaTpy. 

ToMy mo ue pi3Hi peni. 
fOxaHOHOB, KLIM, HepKOB, OrAoSAiH, 

Amcob, BiAbneHKo, AemeHKO 
KOXeH BHOCMB y «AAX» HOBMM BMMip. 
c PopMyBOBC51 6araTOBMMipHMM 

npocTip. BiH c|DopMyBaBC5i Ha 
TepMTopn «AAXy», TOMy mo Bee ue BiA6yBaAOC5i b HbOMy, aAe 
HacaMnepeA- BiH c|DopMyBaBC5i y moim CBiAOMOCTi. «Kpmctciaa)> 
yBikimoBy moio roAOBy. He KDxaHOHiBCbKMM «Kpmctoaa)), a kpmctoa 
3araAbHoro npoeKTy, b 5iKOMy 6yAM rpaHi Bcix umx AiOAen. 
TyAM x yBikimoB i napaAxaHOB, i M 051 3ycTpin i3 c|DOAbKAopHOio 
KyAbTypoio - ue TaKi x rpaHi, ue toko x 30Ha c|DopMyBaHH5i mobm 

BMCAOBAK)BaHH51 AKDAMHM. A nOTiM TM BMXOAMm y CBiT. 

2011 piK 

flepeKAOA 3 pociMCbKo'f- Aeci Amcchko 


of people they are...» In fact you understand nothing. And 
when you see in a real live person a man of another level of 
conscienceness, who shows you some things beyond your reality 
-you understand that the world is magical and boundless. You 
create your own world palette or dimensions of the 
world. You understand your own constraints and 
understand that you will definitely have nothing like 
that in your life. 

MY: So what is the point of passing, apprenticeship 
and school? 

VT: If I tried to be like Yukhananov, like KLIM or like 
Ogloblin I would be a small lousy Yukhananov, small 
lousy KLIM or a small lousy Ogloblin. It has no sense. 
You should learn to listen and borrow something 
from each of them, only then you will be able to 
develop your own field of senses, opinions, your own 
comprehension of the craft. Due to my contacts 
with different traditions, I have a chance to 
create languages of my productions using 
different theatre narratives every time I face 
material or the nature of director’s expression 

itself. 

MY: Is there such thing as Vladyslav Troitskyi’s methodology? 

VT: I have no common methodology which would suit all 
productions. I shape it every time anew of the complex of 
techniques I have seen, heard of or read about, trainings and 
methods, which are stored somewhere in my head. When I 
hear material, when I see actual actors, I look for a language - 
not only my own, but the language which my actors will hear, 
with the help of which we will be able to create the space of 
our performance together. Did Yukhananov have any impact 

on me? Definitely! KLIM? Naturally! 
And of course there were Igor 
Leshchenko and Andrey Bartenev... 
but I was also influenced by 
Sergei Parajanov and many other 
outstanding people, whom I have 
never met in person. However, all 
that merged and transformed inside 
me into something new. Moreover, 
there is something that none of 
them has and that is connected 
with my personal destiny. Something 
connected with my nature of 
a director and theatre leader. 
Because those things are different. 
Yukhananov, KLIM, Cherkov, 
Ogloblin, Lysov, Bilchenko, 
Leshchenko - all of them added 
new dimensions to DAKH. They 
shaped a multi-dimensional 
space. It was built up DAKH, because all that happened in 

DAKH, but first of all - it was created in my mind. The «Crystal» 

stuck inside my head. It was not the Yukhananov’s «Crystal» 
but the Crystal of the common project, which combined 
planes of all those people. Parajanov also found his place 
there and even my contacts with folk culture - they are the 
same planes, the same area of formation of the language 
of human expression. And then you enter the outer world. 
2011 

Translated from Russian by Anna Malysheva 



Irop AemeHKO 
Igor Leshchenko 



BiKTop llonoB, Bopnc KDxohohob, KLIM, 
AhotoaIm HepKOB, Baoamcaob TpoTubKMM 
Viktor Popov, Boris Yukhananov, KLIM, 
Anatoliy Tcherkov, Vladyslav Troitskyi 
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AMKMM AHrEA 

BMnoBHMAOCfl 90 poKtB pexncepoBi BOAOAMMMpy MMKOAOMOBHHy 
OrAodAiHy, xriBOMy oxopohluo necHOTM y/<paiHCbKoro reorpy. 
AHBABHMCb HO HbOrO , nepeKOHyCUJCfl, mo B/'pMTM M AOTpMMyBOTMCS 
iAeOA/B MOXAMBO. 

YnepLue 51 nonyB noro iM ’51 Monxe TpnAU5iTb poKiB TOMy. 
XyAOXHMK-AeKopaTop XapKiBCbKoro Teaipy iMeHi LLIeBHeHKa, 
o6iMLUOBLUM 3pOHKy BCi HanbAMXHi KaB’5ipHi, 51K 3CIBXAM, 

3ani3HMBC5i ho po6oiy. ripoie 6yB yneBHeHnn, mo 3’5iBnTbC5i 
y CBOGMy uexy nepLUMM. AAe ho noro npeBeAMKMM noAMB, 
LUec|DM, 51K BiH H03MB0B CTapLUMX TOBapMLUiB, yxe 6yAM HO AAiCUflX. 
Bohm ypoHMCTO, 5iK AepxaBHy npeMifo, BpyHMAM OHOMy ryAbBici 
KpecAeHH5i. Bropi apKyi_ua 6yAO HanncaHO iM’ 51 ,5ixe Hinoro He 
3HOHMAO AA51 HbOrO, OAe 6yAO 51BHO MOriHHMAA AA51 MOMCTpiB, LUO 
Moro OTOHMAM, - OrAObAiH. 

Tenep 51 Moxy CKa3aTM, luo icHyiOTb npoponi noAii, He 
yCBiAOAAAfOBOHi HOmMM 6yHTiBHMAA p03yM0M i peBHMBMM 
cepueAA, npo 51 Ki tm 3toaom AyMaem, mo 3a cfcopMOAbHOK) to 
BMM ymeHOfO TBOCIO AiefO, MOXAMBO, npMXOBOHO 3arOAKOBMM 
3HOK AOAi. Ha TOM HOC, AAOAKDfOHM AeKOpOUM AO XOpKiBCbKOI 
BMCTOBM BOAOAMAAMpa MmKOAOMOBMHO «AOLUj», 51 me M raAKM 

He aaob npo pexMcypy, OAe koam nepe3 6araio poxiB, 51 k 
nMCOB noeT, «3eMHMM npOMLUOBLUM mA51X AO nOAOBMHM, 51 
3a6AyKOB», AOBHiM 3HOK CnOAOXHyB y 30X0nAeHiM C|opa3i AAOTO 
AAOCKOBCbKOrO CniByHH51 M TOBapMma Bopi fOxaHOHOBO: «y KMGBi 
e «AAX», toaa - OrAo6AiH, reHiaAbHMM ciapeub... CipeAep... 
BpyK... riOKpOBCbKMM...». I 51 0Ap03y BiAHyB! HOC 36MpOTMC51 AO 
Kmgbo. Tok, iHOAi Tpe6a npokiTM BeAMKMM mA5ix, o6m nonaiM 
po3yAAiTM Te, mo cnonaTKy 3AaeTbC5i 6e3rAy3AOio BMnaAKOBicno, 
5i ko He Mae ao Te6e xoAHoro ciocyHKy. 

3bmhomho, yHHiB BM3HOHOiOTb yHMTeAi, OAe, 5i k to KaxyTb, Ayxe 6 
XOTiAOC5l... 

...OrAoSAiH Mir motm iHmy aoakd, i, Ma 6 yTb, noBMHeH 6 yB motm 
iHLuy aoakd, OAe Bor nocAOB noro b nycTeAio, 60 bcioam Mae 
6 yTM xmtt5i. I Tenep ho Hboro nexaB no3HaneHMM HeMMOBipHOio 
nOKOpOKD mA51X BeAMKOrO TpariHHOrO MklTU.51, 51KMM HOnOBHlOBOB 
n’ecM-cxeMM (a MOMy AOBeAOC5i ctobmtm, m HeMOAO, 30BciM He 
AOCKOHOAMX n’ec) npOHM3AMBiCTKD 6yTT5l. 

Moro TeaTp noAi6HMM ao homhoT uepeMOHif. kloMy Hane 
HamenoTiAM 3b1atm, 3 bmcot, peuenT npMroTyBOHH5i oco6AMBoro 
HOKD, nOTpi6HOrO AA51 P03M0BM npO AMBO 6yTT51, npo HOMMeHmi 
nOApo6MUi XMTT51 - pMniHH51 XBipTKM, AMM UMTOpOK, HeCMiAMBi 
KpanAMHM Aomy, mo CTixaiOTb hnhmm bIkhom... Ha noro 
bmctobox noHyBaemc5i, 51 k y amthhctbI, koam Bxe po3yMiem, mo 
CMepTb icHye, OAe me He BMiem npo He*f AyMOTM. Moro TeaTp 
- ue po3MOBa b caAy. Boao 3 He6ec. A oktopm - oxMAe amct 5 i 
HO AepeBi XMTT51 B COAy KpOCM 6yTT5l. AMCT51, mo p03ropTaeTbC51 
BiA BOAOrM AloSOBi HO nOA51Ky 30 AOBrOOHiKyBOHMM AOm. Moro 
TeaTp - ue TeOTp paAOCTi mOXBMAMHHOrO 6yTT51, XOHO BiH 
yce xmtt5i po3noBiAae 3i cueHM npo TpariHHy HecTepnHicTb 
oSCTOBMH Hacy TO MiCU51, KyAM HOC nOCAOHO, He 30nMTyi0HM 
npo Home 6oxohh5i. AAe, moxambo, nocAOHO 3i cnoAiBQHH5iM, 


WILD ANGEL 

We celebrote the 90th onniversory of Vo/odymyr Ogtobtin - the 
guordion of the honor of Ukroinion theotre . Wotching him you con 
see for yourself thot indeed it is possible to believe ond follow your 
ideols. 

The first time in my life I heard his name was almost 30 years ago. 
At that time I was a stage designer at the Shevchenko Theatre 
in Kharkiv and as always I was late for work that day. Actually, I 
would be the first toarrive, but surprisingly all my supervisors and 
bosses were already there. They solemnly gave me a sketch like 
it was a state prize. On the top of a piece of paper I saw the 
name, which meant nothing to me, but was obviously magical 
for everyone else - the name was Ogloblin. 

Now I can say there is such a thing as fate, which we cannot 
sense with our minds and jealous hearts, and which we later 
think of, believing there is possibly a hidden mysterious sign of 
fate behind our formal and seemingly forced actions. At that 
time making the setting for Ogloblin’s production of «Rains» I 
did not even think about my own directions, but many years 
later, when I felt lost in my life, I managed to see the sign in 
the ecstatic exclamation of my classmate and friend Boris 
Yukhananov: «There is DAKH in Kyiv directed by Ogloblin, the 
genius elder... the Strehler... the Brook... the Pokrovsky». And I 
felt at once I had to move to Kyiv. Well, sometimes you have to 
pass the longest way to start understanding something which at 
first seemed a meaningless incident having absolutely nothing 
to do with you. 

Certainly, students are defined by their teachers, but as they 
say, where there’s a will there’s a way... 

...Ogloblin could have had another fortune, and, probably, 
he should have had another destiny, but God sent him into 
the desert, because life should be everywhere. There he had 
to overcome the extremely humble path of the great tragic 
artist who filled the schematic plays (by the way, he had to 
stage a lot of flawed and faulty performances) with acuteness 
of existence. 

Ogloblin’s theatre resembles a tea ceremony. You cannot help 
but suspect he was whispered the recipe of making special 
tea, required for conversations about the miracle of existence 
and the slightest details of life - creaking of the gates, cigarette 
smoke, hesitant raindrops running down the window at night... 
His productions bring back all your childish feelings, when you 
understand there is death, but you still do not know how to think 
about it. His theatre is a conversation in the garden. Water 
falling from the skies. His actors are leaves waking on the tree 
of life in the garden of beauty of existence; leaves uncurling 
with the moisture of love and grateful for the long-awaited rain. 
His theatre is the theatre of gladness of minutia of existence, 
even though all his life he had been talking to people from the 
stage about the tragic unbearable circumstances of time and 
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mo mm 3yMieMO no6aHMTM Kpacy CTBopeHoro BoroM CBiiy - y 
KOXHOMy HaMTMXiLUOMy TO HOMAOCKOHOAiLUOMy noro xecri 
to nposiBi. BiAHyBOTM 3axBaT nepeA umm TBopiHHsiM - 03H0Hae 
TBOpMTM. TBOpMTM - 03H0HaC 36epiraTM M AOTpMMyBOTMCSl Uboro 
TaeMHoro 3hohh5i, luo nepeAacTbc?! 3 pyK ao pyx, BiA noKOAiHHA 
AO nOKOAiHH?!. TOKMM C 30K0H TeOTpy. 

OrAo6AiH tok i He nocTOBMB HexoBa. MpisiB npo Hboro, aAe 
CyMAiHHO BBGXGB, LUO BCe LU,e «He rOTOBMM». Oahok 5ik6m 
MeHe 3anMTaAM, xto 3 blaommx pexncepiB HanbAMxne 
niAiMLuoB 6 m ao HexoBa, a CK030B 6 m - OrAobAiH. AAxe BiH 
6yB MyApMM i He3paAAMBMM y CBOGMy CAyxiHHi TeaTpOBi, 
30cepeAxeH0My ho BiATBopfOBOHHi AfOACbKoro Ayxy, TeaipoBi, 
5IKMM Ha3MBOK)Tb peOAiCTMHHMM. Y XX CTOpiHHi, LUO 6e3T5IMHO 
3HeuiHKDe iHAMBiAyaAbHe XMTTfl AfOAMHM, CTOpiHHi BeAMKMX 
BiMH, BeAMKMX peBOAfouiM, BeAMKoT cnpam CnpOBeAAMBOCTi 
m BeAMKoro 3anepeneHH?i CAMHoro XpMCTa, Teaip, MabyTb, i 
mob 6yTM peAiriefo TMxoro 6yu?i to cniBHyirfl ao nepcoHaAbHo'i 
AKDACbKO'l APOMM. TOKMM TeOTp i CTBOpMB OrAObAiH, «CKBepHbIM 
MOAbHMLUKCD), 5IK BiH COM Ce6e H03MB0B. 

A a noAyMKM KAMHy noro - Amkmm AHreA. HacnpaBAi y AOAi 
akdamhm He 6yBae BMnaAKOBOdeM, i «Amkmm AHreA», n’eca 
OAeKcm KoAOMiMm, nocTOHOBKa ?iKoTy KMi'BCbKOMy Teaipi iMeHi 
cppaHKa npMHecAa BoaoammmpobI MMKOAOMOBMny AepxaBHy 
npeMifo CPCP, - He BMnaAKOBa ho3bo y Moro TBopniM 6iorpac|Dii'. 
BiH i cnpaBAi Amkmm AHreA, akmm i Mae 6yTM MMTeub. He 
<(naALUMM», a amkmm. 

AAxe aoa?i pexMcepa - ue nepeBaxHO aoaa Aipa, akmm 

AOSpOBiAbHO BLAMOBAflCTbCfl BiA BAOAM, LU,o6 MOrO niAAOHi 
oc?irHyAM npMMapHidb cbo6oam. Hi, HaBiTb He tok: pexMcep 
- ue BeAMKa LueKcnipiBCbKa TpiMUfl niA hoc 6ypi. CAineub, 
6A03eHb i KOpOAb, 51KMM n036yBC5l BAOAM. BOHM KAMHyTb AO Bora, 
?ikmm 3AoraAyeTbc?i, xona paAme HaneBHO 3Hae, mo m Tpikiu?i i e 
HenOKipAMBMM AMKMM OHreAOM. I Bor y 3aXBOTi BiA UieT 6yHTiBHO'l 
TpiMUi, LUO XMBe B OAHOMy TiAi. 

...TpanMAOCfl tok, luo ho KpaMHix tohkox mog'i pexMcepcbKoi' 
AOAi, mogT TeaipaAbHoT ujkoam po3TaujOBaHi ABi bmctobm 
«Bacco XeAe3HOBa». Y fOHOCTi - bmctobo AHOTOAm BacMAbGBa 
3a uiefo ropbKiBCbKOfo n’ecofo y MocKOBCbKOMy Teaipi iMeHi 
CiaHicAaBCbKoro, noxMypa, b siKiki nociiMHo xpanaAM ABepi 
m npocBiTAeHO BypKOTiAM roAy6M. I «Bacca» OrAo6AiHa y 
KMi'BCbKOMy «AAXy» - cnoKiMHa m HecniujHa, jik MopicoHiBCbKMM 
«noAopoxHiM niA hoc rpo3M». Asa boamkmx ypoKM peaAi3My. 5 \ 
30BXAM p03AyMyB0B npo Te, 51K BOCMAbGBCbKy MOryTb nOCAHOTM 
3 ec|DpOCiBCbKOK) HiXHiCTIO. B OrAOSAiHi e M Te, M iHLLie. I TOMy B 
Hboro BMXOAMTb TeOTp TOKOl' npMTOAOMUJAMBOT npOBAM, 5IKO HO 
HMHilJJHiM CUeHi Bxe 3AOCTbC5l HeMOXAMBOIO. 

BacMAbCB tok i He 3aBepi_uMB peneTMuiM CBoro «Aipa». 
OrAo6AiHCbKoro 51, Ha xaAb, He 6ohmb - 6yB 30moamm. A lukoao. 
O, 5IKMMM X HeCXOXMMM G BCi reHIl'i 5IKTpariHHO nOAi6Hi'lXHi AOAi. 
XTOCb Ha CTapicTb BTpanae rAy3A - BMropaiOTb 'fxHi cepu5i... B 
iHIJJMX BMropaiOTb oni - M BOHM CAinHyTb... 

npOHMKAMBiCTb nOMSlAy TO CepU5l 36epiraiOTb OAMHMUi. 
CaMe BOHM CTOIOTb TeaTpaAbHMMM CTapUJIMM. y TOMy TO KM, 
CnOKOHBiHHOMy, XpMCTM51HCbKOMy CeHCi. MMTUi - ue HeHUi y 
MiCTOX. riOTpi6HO TiAbKM AOLUyKOTMC5l, Ae IXHi KeAlf. Bo idMHHe 
3HOHH5I nepeAaeTbc?! 3 pyK ao pyK. 13 BycT b ycia. 51 k moamtbo. 

I T06i HeMMOBipHO nOTOAOHMAO, 5IKUJ.O XMTT51 AOAO TOKMM LUOHC. 

Ue i e macT5i. 

KLIM 

Mockbo - KmTb 

(HaApyKOBaHO y ra3eii «CTOAMHHbie hoboctm» 12.07.2005) 


space where we were sent regardless of our own desires. But 
presumably they sent us hoping we would be able to distinguish 
the beauty of the God-created world - in every tiniest and most 
imperfect gesture and expression. To admire such creation 
is to create. To create is to preserve and follow the secret 
knowledge, passed from one generation to another. That is the 
law of the theatre . 

Ogloblin never staged Chekhov’s works. He dreamed of them, 
but believed he was not ready. If someone asked me which 
contemporary director was the closest to Chekhov, I would say 
it was Ogloblin. For he was wise and true in his service to theatre 
, focused on the recreation of human spirit, theatre which they 
call realistic. In the 20th century, which pointlessly devaluated 
people’s personal lives, the age of great wars and revolutions, 
the mighty thirst for justice and global denial of Christ, theatre 
should be a religion of quiet existence and sympathy with 
people’s personal dramas. Ogloblin has been working on such 
theatre , even though he called himself a «nasty boy». 

I call him a wild Angel. In fact there is no such thing as a chance 
or an incident in people’s fate and Oleksiy Kolomiyets’ play 
«Wild Angel», which Ogloblin staged in the Ivan Franko Theatre 
in Kyiv and for which he was awarded wifh fhe USSR State Prize, 
was no accident in his biography. Ogloblin indeed is a wild 
Angel, the one a genuine artist should be. Not fallen, but wild. 
A director’s destiny is almost always the fate of King Lear, 
who voluntarily renounces power so that his subjects could 
comprehend the illusiveness of freedom. Or possibly even better 
to say that a director is the mighty trinity from Shakespeare’s 
((The Tempest». The blind, the jester and the king deprived of 
his powers. They appeal to God, who suspects, even though 
possibly knows it for sure, that the trinity is the disobedient wild 
angel. And God admires this rebellious trinity, encased in one 
body. 

... On the extreme points of my own directing career and 
my theatre school there are two «Vassa Zheleznova)). In my 
adolescence I was a part of its staging (gloomy, with constantly 
banging doors and pigeon cooing) by Anatoly Vasiliev in the 
Stanislavski Moscow Drama Theatre . Later there was Ogloblin’s 
«Vassa Zheleznova)) in DAKH - calm and deliberate, like Jim 
Morrison’s Riders on the Storm. I was taught two greatest lessons 
of realism. I always wondered whether it would be possible to 
combine Vasiliev’s might with Efros’ tenderness. Ogloblin has 
them both. For this reason, he makes a fabulous truthful theatre 
, which seems impossible in present-day reality. 

Vasiliev never ended rehearsal of his ((King Lear)). And, 
unfortunately, because of my young age, I did not see 
Ogloblin’s staging. Unfortunately... Oh Lord, all genii are so 
different and their fates are so alike. Some lose their minds at 
the end of their lives and their hearts burn out... Others lose their 
eyes and remain blind... only a few of them are lucky to retain 
the keen vision of their sight and hearts. They become theatre 
elders. In the very original Christian sense of the word. Artists are 
monks living in cities. You only have to find out where they live. 
Because actual knowledge is passed from one man fo another. 
By words of mouth. Like prayers. And you are extremely lucky if 
life gave you such a chance. That is happiness. 

KLIM 

Moscow - Kyiv 

(Stolichniye Novosti, July 12, 2005) 
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BOAOAMMMP OTAOBAIH 


VOLODYMYR OGLOBLIN 


72 











((AMPMHECKME AMAAOTM)) 

3a TBopaMM Ahtoho HexoBa, OAeKcaHApa BaMniAOBa 
Pexncep, cueHorpac|D - Boaoamaamp OrAobAiH 


«THE LYRICAL DIALOGUES)) 

Based on works by Anton Chekhov, Aleksandr Vampilov 
Director, set designer - Volodyrmyr Ogloblin 
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«POBEPTO 3YKKO» 

3a n’ecofo BepHapa-Mapi KoAbTeca 
Pexkicep - Boaoammmp OrAobAiH 
CueHorpac|D - Irop AemeHKO 


«ROBERTO ZUCCO» 

Based on a play by Bernard-Marie Koltes 
Director - Volodymyr Ogloblin 
Set designer - Igor Leshchenko 
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«KOBAPCTBO M AfOBOBb» 

3a n’ecofo ^piApixa LLIiAAepa 
Pexncep - Boaoamaamp OrAo6AiH 
CueHorpacb - Irop AemeHKO 


{(INSIDIOUSNESS AND LOVE» 

Based on a play by Friedrich Schiller 
Director - Volodymyr Ogloblin 
Set designer - Igor Leshchenko 
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((LUEAbMEHKO-AEHLUMK)) 

3a n’ecofo Tpuropm KBiTKM-OcHOB’aHeHKa 
PexMcep - Boaoammmp OrAo6AiH 

CueHorpacbm, Bi/iroTOBAem-m AeKopauin - Irop AemeHKO 
Xopeorpac|Di?i - Aaao Bobkyh 

«LUeAbAAeHKa» 30 bxam rpaAM s\k BOAeBiAb, KOMeAifo, b siKin yci nepcoHaxi napoAiMHi, - He akdam, a «Tnnn». Boaoammmp Mmkoaomobmh 
O rAo6AiH nodaBkiB y «AAXy» AipnHHy KOMeAifo. I s\ Bi3bMy ho ce6e CMiAMBidb CTBepAxyBam, mo KBm<a-OcHOB’?iHeHKO HanncaB 
caAAe AipnHHy KOMeAifo, a He BOAeBiAb. 

3bmhomho, «LLIeAbMeHKO-AeHmMK» - Ayxe CAAiLUHa n’eca. I nybAixa ho npeAA’epi cMisiAacfl, me n jik! AAe bmctobo y «AaxiBuiB» 
BMMmAa He npocio BeceAOfo, i nepcoHaxi 6yAM He npodo CMimHi, a m 3BopymAMBi, aamaL He napoAM ho AfOAen, a xkiBi akdam, 
AK)6oBHO BMAinAeHi BOAOAMAAMPOM MMKOAOMOBMHeM TO Moro OKTOpaAAM. Aoci rAJlAOHOM nOKa3yBOAM TOKMX C 06 i XMTpMX, TpOXM 
AypHyBOTMx «meAbM». A y «AaxiBCbKoro» LLleAbMeHKa (BiKTop OxoHbKo) e Ayma, i aam BiAHyBaeMO, jik boho xMBe i s\k boho 6oAMTb. 

LLa nodaHOBKa me pa3 AOBOAMTb, mo ?ik6m mm yBaxHime ctobmamc?i ao HamoT KyAbiypHoTcnaAmMHM, to momm 6 bIakpmtm b HiM Te, 
mo tok HanoAerAMBO m 6e3pe3yAbTOTHO myKOGMO b iHmMx KyAbTypax. Teaip KBiTKM-OcHOB’?iHeHKa - ue, no cyii, nexoBCbKMM Teaip, 
OAe AA5i hoc BiH oco6ambo uiHHMM tmm, mo roBopMTb 3 homm npo Homy Aymy, Home noraHe m xopome, CMiLUHe i cyMHe. 

Term-ici HedecHQ. BenipHiM Kmib. 21.09.1999 


«SHELMENKO THE BATMAN)) 

Based on a play by Hryhoriy Kvitka-Osnovianenko 
Director - Volodymyr Ogloblin 
Set designer - Igor Leshchenko 
Choreography - Alla Bovkun 

«Shelmenko» was often staged as a burlesque and comedy in which all the characters are parodies and are rather «queerspecimens» 
than people. Volodymyr Ogloblin staged a romantic comedy. And I will take the liberty of saying that Kvitka-Osnovianenko created 
a romantic comedy, not a vaudeville. 

Clearly «Shelmenko the Batman» is a very funny play and people roared with laughter at the opening night! But the DAKH company 
made it not only comic, and their characters were not just hilarious, but touching and lovable, alive and affectionately sculptured 
by Ogloblin and his actors. Up to now the theatre companies mostly portrayed foxy and silly rascals, but Shelmenko in the DAKH 
(played by Viktor Okhonko) has a soul and we can feel its pain. 

Once again this production proves that we should pay more attention to our own cultural heritage, so that we can find in it 
those things we are looking for so persistently and unsuccessfully. Kvitka-Osnovianenko’s playhouse bears a resemblance fo Anton 
Chekhov’s theatre , but for us it is especially valuable for its appeal to our souls, the good and the bad in us, something ridiculous 
and something sad. 

Tetiono Nebesno. Vechirniy Kyiv newspaper. September 21, 1999 
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«CBOM AfOAM - COHTEMCS» 

3a n’ecofo OAeKcaHApa OcipoBCbKoro 
Pexncep - Boaoammmp OrAo6AiH 
BkiroTOBAeHH?! AeKopauin - AHApin Bobkyh 

Y «AAXy» BiA6yBaBC?i cbocplahum po3noAiA pexucepcbKnx aMnAya: moaoamm TpofubKMM CTBopfoe Teaip MOAepHoro nci/ixoAori3My, 
nepecaAxeHoro ho holu rpyHT 3 MOCKOBCbKoro cepeAOBkima; a Meip OrAobAiH npoAOBxye tbopmtm Teaip aKaAeMiHHoro peaAi3My. 
klOMy, «ocTaHHbOAAy 3 MoriKOH», niA CMAy 36epiraTn i BTiAfOBOTH y bhctobox luo TpoAHuifo, s\kq moM xe niLUAa 3 cynacHoro Teaipy. 
FIkLUO npOBOAMTM OHOAOrN (flKi 30BXAH AOBOAi BiAHOCHi), TO KMIBCbKOrO pexkicepa BOAOAMAAMpa OrAOSAiHa AAOXHa nopiBHJITM 3 
AAOCKOBCbKMAA lleTpOM cPOMeHKOAA, 51KMM TOKOX He AOG 3rMHyTM BeAMKiM TpaAMUM pOCiklCbKOrO nCMXOAOriHHOrO TeOTpy. 3BMHOMHO, 
pexkicepcbKe TpaKTyBaHH?i n’ecn O. OcTpoBCbKoro Moxe 3AMByBaTM i HaBiTb po3BaxkiTM. y KAackiKa icTopifl noAarae b TOMy, mo Ha 
3MiHy AMKMM i 6pyTOAbHMM KynUflM 3aMOCKBOpiHH?l npklXOAMTb MOAOAe nOKOAiHH?! AiAKiB, XMXaUTBO 51KMX He AAeHLUe Hix y 6aTbKiB, 
TiAbKM npMKpme GBpOneMCbKMAA OA?irOAA. OrAOSAiH xe y CBOTm BklCTOBi BMKpMBae B OCHOBHOAAy hobmx 6ypxya. 

U.5I bmctobo - aasi rypMOHiB, 51 Ki BiAHyBafOTb apoMOT npaBAMBoro Teaipy, Ae nocTaHOBHMK npauioe BMHepriHO i yBaxHO to, 51 k HaAexmb 
pexkicepoBi peaAicTMHHoro Teaipy, HaMaraeTbC5i «BMepTM b aKTopoBi». 

MapMHQ KoreAeHeub. TeaTpaAbHO-KOHuepTHMM KmYb, Nq 2. 01.02.2003 


«IT’S A FAMILY AFFAIR - WE’LL SETTLE IT OURSELVES)) 

Based on the play by Aleksandr Ostrovsky 
Director - Volodymyr Ogloblin 
Stage designer-Andriy Bovkun 

The DAKH is a place where one can witness the division of directors’ specialties: young Troitskyi develops theatre of contemporary 
and modern psychology transplanted into our reality from the environment of Moscow. Master Ogloblin continues to work in the 
theatre of academic realism. Like «The Last of the Mohicans» in his production; Ogloblin is the only person able to preserve and 
implement such tradition, which has almost left present-day theatres. Drawing analogies (that are always relative) it is possible 
to compare the Kyiv director Volodymyr Ogloblin to Pyotr Fomenko in Moscow, who also sustains the great tradition of Russian 
psychological theatre . Surely you may be surprised and even amused by the author’s interpretation of Ostrovsky’s play. This classic 
story is about the savage and brutal merchants from the Zamoskvorechye district who are taken over by the younger generation 
of smart dealers, hiding their plundering and greed underneath trendy European outfits. In his production Ogloblin exposes mostly 
the nouveau rich. 

This piece is for the connoisseur and gourmet who feels the aroma of honest theatre , in which the director works carefully on every 
detail as any director in realistic theatre should do and tries to «die in his actors». 

Maryna Kotelenets. Theatre and Concert Kyiv: No 2, February 1 , 2003 
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«BACCA XEAE3HOBA» 

3a n’ecofo Mokcmmo ropbKoro 

Pexncep, cueHorpacB - Boaoammmp OrAobAiH 

BkiroTOBAeHH?! AeKopauiki - AHApin Bobkyh 

Y nocTOHOBui UeHTpy cynacHoro MMCTeuTBa «AAX» aKueHTOBOHo ho naAiHHi nepecAiAyBaHoro cBotymom ciMencTBa i ho KOMiHHOMy 
i BOAHOHOC 3AOMy CBiTi, 5IKMM KOAMCb ACKpOBO 306p03MB OCTpOBCbKMM. 

Tax, Akdammao riAeieHeubKa (Bacca XeAC3HOBa) rpaAa cyBopy Kynnnxy i3 xapaKTepHMMn imoHaui^Mki to xecTOMn i taxkmm, 
BarOBMTMM AAOBAeHHflAA - LUOnpOBAO, o6paxeHy AOAefO, OAe rOTOBOfO uikl AOAi npOTMCTOJITM. A HOBKOAO Hef«nopnaAMCb» yci iHLUi: 
6 paT npoxop (6e3CyMHiBHMM OKTOpCbKMM ycnix OAeKCOHApa ripkimenkl), HOAOBiK-3AOHnHei_l,b, ABi AOHbKM TO iHLUi XMTeAi 6yAMHKy. 
CiMencTBO XeAG3HOBMx-XpanoBMx, ho BiAAAiHy BiA ciAAeMCTBa AujepiB i3 onoBiAaHH?i EArapa no, 3 aHenaAaAO noBiAbHO, aAe naAiHHi 
Moro 6yAO He AAeHi_u cipaujHMM. nepLUMM BapiaHT «BaccM XeAe3HOBdf» TopbKMM Ha3BaB «Maib», i b AaxiBCbKiM nociaHOBui caMe 
motm, Bacca, CKpinAaAa co6okd AiM, ciM’fo, mo po3BaAfOBaAMC5i. 

«Bacca XeAC3HOBa» nociaBAeHa B. OrAo6AiHMM y TpaAMumx ciaporo Ao6poro ncMxoAoriHHoro Teaipy. CaMe ue aoaoc BMdaBi 
AOSpOTHOCTi i BnAMBOBOCTi - BOHO, HO BLAMiHy BiA 6araTbOX XMPA51BMX OBOHrapAHMX nOCTOHOBOK, BMAOCTbC?! BiAnpaUbOBOHOfO HO 
CAaBy. PeieAbHO BiALUAic|DOBaHi KyneubKi iHTOHauif Baccn, ax ao c|DOHeTMHHoro 3a6apBAeHH?i Tf MOBAeHm i HaMApi6Hii_uMx AeiaAen 
noBeAiHKM - ycTOMM repo'iHi noBMHeH tobophtm CBiT MiAbMOHepiB, niAnpMCMuiB, xa3?iTHiB. 

OAe ho PacKiHO. A3epKOAO 22.09.2001 


«VASSAZHELEZNOVA» 

Based on the play by Maxim Gorky 
Director, stage designer - Volodymyr Ogloblin 
Setting - Andriy Bovkun 

The main emphasis in this production of the DAKH theatre is placed on the fall of the doomed family and malicious yet comic 
world, which was once so vividly depicted by Aleksandr Ostrovsky. 

Lyudmyla Pletenetska (playing Vassa Zheleznova) portrayed a grim merchant (with all typical tones, gestures and weighty speech) 
dealt short by the fate but ready to stand against tricks of fortune. Everyone else - her brother Prokhor (brilliantly portrayed by 
Oleksandr Pryshchepa), her criminal husband, her daughters and other residents in her house - just rummaged around Vassa. Unlike 
Edgar Allan Poe’s «The Fall of the Hous of Usher» the Zheleznov - Khrapov family fell slowly, but equally as gruesome. Gorky called 
the first version of this play «The Mother» and in the DAKH’s production it was the mother, Vassa, who anchored the home and the 
family, which were falling apart. 

Ogloblin staged «Vassa Zheleznova» in the main stream of the good old psychological theatre . It infuses the performance with 
quality and leverage - unlike many stunted avant-garde productions it seems to be mastered to the smallest details. Vassa’s 
thoroughly trained merchant tones, phonetic coloring of her speech and the tiniest details of her behavior - all that makes her 
personification of the world of fat cats, millionaires and business owners. 

O/ena Roskino, Dzerka/o Tyzhnya newspaper, September 22, 2001 
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«CBAAbBA KPEHMHCKOrO» 

3a n’ecofo OAeKcaHApa CyxoBO-Ko6nAiHa 
Pexncep, cueHorpac|D - Boaoamaamp OrAobAiH 
BkiroTOBAeHH?! AeKopauiki - AHApiM Bobkyh 

Bmctobo BoAOAMMMpa OrAo6AiHa «CBOAb6a KpenMHCKoro» 3anepenye TBepAxeHHfl, mo peaAicTMHHMM Teaip ho yKpa'iHCbKiM cueHi 
BMHepnaBca. 

((IIOTpiSHi HOBi C|DOpAAM» - CAiAOAA 30 HeXOBCbKMAA TpenACBMM nOBTOpfOfOTb TeOTpOAM, He30A0B0AeH0 BMXOAflHM niCA5l npeM’cp B 
aKaAeAAiHHkix TeaTpax. AAe, BkiJiBAJieTbCJi, npoSAeAAa He Ai/iLue b TeaipoAbHOMy ctmal Bmctobo UeHTpy cynacHoro MMCTeuTBa «AAX» 
((CBOAbda KpeHMHCKOrO» 5IKp03 i CTBOpeHO B POMKOX TpOAMUjl. AKTOpkl rpafOTb B h'm 51 K CAiA - «3a CTOHiCAOBCbKMM)), npOXMBOfOHM 
c|DiAirpaHHMM ncMxoAoriHHMM moakdhok poAi, BMTOHHeHO Bki6yAyBOHMM pexkicepoAA. 

«AaxiBI_lj» HOBHMAMCb BMKOHyBOTM 30BA0HH51 peXMCepa y rpi HOCTiAbKkl TOHHO, LUO HOCOM BMHMKOe BiAHyTTJI, LUO HO CUeHi He OKTOp 

OAeKcaHAp ripkimena (PacnAfoeB), a coaa pexMcep. Boaoamaamp OrAo6AiH npoAyMye Bee ao Api6HMUb. noBopoT toaobm 
nepcoHaxa, Moro norA?iA, peaKum ho penAixy napTHepa - yce ue He bmpioakobo iAAnpoBbaum, a ihala tpmboamx peneTMuiM, cniAbHMx 
3HOXiAOK, AMCKyciM, pOAOLUiB TO p03H0pyB0Hb. 

IlMAbHO CTeXOHM 30 repOJIAAM BMCTOBM, AAMAAOBOAi 30AAMCAf0eLUC?i: 51 Ke BiAHOLUeHH51 AAOKDTb IXHi nepeXMBOHH51 AO CbOrOAeHH51? 
3p03yAAiA0, LUO CfOXeT KOAAeAll CyXOBO-Ko6MAiHO HeTAiHHMM, OAe BCe-TOKM BiAHyBOGLU Ae51Ky HeBiAnOBiAHiCTb CneKTOKAfO i3 pMTAAOAA 
HOLUOrO XMTT5I. 

AAe aaoxambo, rA5iAaHy iHOAi kopmcho 3aHypMTMCb y noBiAbHe XIX CTOAiu5i / 03MpHyTMC5i H030A, lu,o 6 Kpame BiAHyTM ce6e 
cboroAHiujHboro. 

Hc/tc/am KorepMHeHKO. Bcz HeAeAa. 23.07.2004 


«KRECHINSKY’S WEDDING)) 

Based on the play by Aleksandr Sukhovo-Kobylin 
Director, stage designer - Volodymyr Ogloblin 
Setting - Andriy Bovkun 

Volodymyr Ogloblin’s staging of «Krechinsky’s Wedding» disproves all assertions of exhaustion of realistic theatre in Ukraine. 
Following playwright Konstantin Treplyov (one of the protagonists in Anton Chekhov’s The Seagull) theatre goers say «We need new 
forms and figures)), leaving after the first nights in academic theatres displeased and annoyed. But it turns out not only the theatre 
style is our problem. «Krechinsky’s Wedding)) production in the DAKH theatre was created relying on traditions. Actors play like they 
should - in compliance with the Stanislavski’s system, living the intricate psychological images of their characters delicately drawn 
by the director. 

The DAKH troupe learned to fulfill the director’s tasks in their performances so accurately that sometimes you get the feeling that 
in front of you on the stage it is not the actor Oleksandr Pryshchepa (portraying Rasplyuev) but the director himself. Ogloblin 
planned everything meticulously. Even turns of heads, actors’ glances and reactions to the lines of their partners are not accidental 
improvisations, but results of continuous rehearsals, mutual discoveries, discussions, gladness and disappointments. 

Watching the characters closely you start thinking about their reference and relation to the present time. It is obvious that Sukhovo- 
Kobylin’s play is immortal, but there is still some non-conformity between the performance and contemporary lifestyle. 

But maybe the audience should delve into the slow life of the 19th century and look back to get a better perception of present- 
day reality. 

Natalia Katerynenko. Vsya Nedelya magazine , July 23, 2004 
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«...HETBEPTbIM AMLUHMM...» 

3a TBopaMM B. neAGBiHa, <P. AocTOCBCbKoro, <P. Hiunie, T. MoHA3aeMOHa 
Pexncep, iAea, KOMno3nuisi TeKCTy - Baoamcaob TpoTubKMM 
CueHorpac|D - Irop AemeHKO 

Uiefo po6oTOfo B. TpoTubKnn, no cyri, 3anoHaTKyBaB BAacHy eKcnepkiAAemaAbHy idopifo, a6o, 51 k KaxyTb MyApi akdam, aBTopcbKMM 
Teaip. 

ABTopcbKMM Teaip - ue nepeAyciM BiAbHe CTOBAeHm TBopuiB bhctobh ao AiiepaiypHoi nepi_uoocHOBn: CKopoHeHH?i n AOBiAbHMM 
AAomax TeKdiB, nepeocMMCAeHH?i xapaicrepiB, ixh e ocynacHeHm. Tax, Baoahcaob ctbopmb BAacHy TeKCTOBy KOMno3Muifo i3 ypi/iBKiB 
TBopiB AocToeBCbKoro, B. neAGBiHa to AOBHbosinoHCbKoT ApaAAM «CaMory6cTBO 3ai<oxaHi/ix ho ocipoBi He6ecHnx TeHeT». I uji 
KOAA no3Mui?i A?irAa b ocHOBy rpM Ha TeMy «3AOHi/iHy i Kapki». 

y uikl HeopAMHapHiM BMCTOBi HeMOG XOAHOrO np?lMOAiHiMHOrO piLLieHHfl, TMAA none 0AH03H0HHMX BKa3iBHMX XeCTiB, i ue BHKAMKOG 
AAMMOBiAbHe 6axaHH?i noMi3KyBaTM 3 uboro npkiBOAy... 

...$\ nepeKOHaHMM: uja?ix po3BMTKy aBTopcbKoro Teaipy Bagamcaobo TpoiUbKoro nepe6yBae y nAomi/iHi caMe HeopAMHapHkix 
MOHTOXHMX CTklKiB, nOGAHOHH?! peOAbHOrO 3 ippeOAbHMAA - OAHMAA CAOBOM, KAOCklHHO rpa 6e3 30A0HMX pOMOK i 6yAb-?lKMX o6MexeHb, 
iAA’51 9 \km - AMT?iHa 3a6aBa. Aoctomho AAeia, naHOBe: y Bcix cboix cueHiHHMx noujyKax 6yTM po3KyTMMM, lumpmaam m npaBAMBMMki, s\k 

AiTM. 

ZpocAdB BepemciK. Baoao i noAiTMKa. 29.04.2000 


«...FOURTH MAN OUT...» 

Based on works by Victor Pelevin, Fyodor Dostoyevsky, Friedrich Nietzsche and Chikamatsu Monzaemon 
Director, concept, text - Vladyslav Troitskyi 
Scenography - Ihor Leshchenko 

With this production Troitskyi per se starts his own experimental history, or, as wise people say, his own original theatre . 

Original theatre , in the first place, is based on the authors’ loose interpretation of literature used as foundation for their own 
works: they cut and randomly compose texts, reinvent characters and update them. For example, Vladyslav created his own text 
composition with the help of extracts from works by Dostoyevsky, Pelevin and an ancient Japanese drama «The Love Suicides at 
Amijima». The composition provides the basis for a production about «Crime and Punishment)). 

Such an unconventional play contains no straightforward solutions, let alone mentioning categorical indicatory gestures that 
automatically make you meditate... 

... I am convinced: the way for development of Vladyslav Troitskyi’s original theatre lies in the plane of offbeat clipping junctions 
and combination of real with unreal - in a word, classical performance without any limits or restrictions best described as the child’s 
play. That is a worthy goal, ladies and gentlemen, to be mellow, sincere and honest like children in all you stage quests. 

Yaroslav Vereshchak. Vlada i Polityka. April 29, 2000 
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«AOCTOEBCKMM-HECTEPTOH: IIAPAAOKCbl nPECTYnAEHMfl MAM OAMHOKME BCAAHMKM 
AnOKAAMnCMCA» 

3a n’ecofo KLIMa 

PeXMCep - BaOAUCAOB TpOlUbKHM 

CueHorpac|D - Irop AemeHKO 

KoMn’fOTepHMM aaohtox 3ByKy - AHacTaci?) LLIyAbra 

n’eca BiAOAAoro b MOCKOBCbKOMy TeaipaAbHOMy KomeKCTi ApaMaiypra KLIMa - ue pi3Ki/in Momax i3 napoAOKCOAbHnx HOBeA 
HeciepTOHa Ta «3AOHMHy i Kapn» AocTOCBCbKoro, mo BiAnoBiAae ctmakd bmctob TpoiUbKoro, akmm KOMniAfoe KiAbKa TBopiB aasi 
BTiAem-m gamhoT iAe'f. Y (dlapaAOKcax 3AOHi/my», iHTeAeKTyaAbHO-nci/ixoAoriHHOMy Tpi/iAepi, ?ik oxapaKTepi/i3yBOB xaHp bmctobm Tf 
nocTaHOBHMK, AOCAiAxyeTbc?i npi/ipoAa 3AOHMHy. TOBopmM npo cfoxeT He aaoc ceHcy, ocKiAbKM noro npodo HeMae. HaTOMicTb e 
iAesi, ?iKa po3rA?iAaeTbc?i, o6roBopKDGTbc?i, nepeAMBaeibc?i to b KOMeAifo, to b TpareAifo, to y ApaMy. Ai^ BiA6yBOGTbc?i no3a hocoaa 
- TyT i 30p03. KpiAA pi3HOMOHiTT?l XOHpiB, y nOCTOHOBUi TOKOX nOGAHyfOTbC?! KiAbKa TeOTpaAbHMX LUKiA! TeOTp MOCOK, irpOBMM TeOTp. 
ApTMCTOM BiABeAeHo npocTip aa?i iMnpoBi3auii', TOMy KOXHy BMCTOBy aaoxho bboxotm AAOAeHbKOK) npeM’epofo. 
npoT5iroM ycie'f am rpafOTb me b OAHy rpy i3 tok 3bohokd neTBepTOfo ctIhok). Tito npn6MpaiOTb, 30AyHai0HM ta^aohIb ao ycboro, mo 
BiA6yBOGTbc?i, to 3HOBy BkiSyAOByiOTb, ao3boa?iiohm AMLie cnocTepiraTM. 

HaroAifi PeAbKa. AeAOBQfi CTOAMua 08.10.2001 


((DOSTOYEVSKY - CHESTERTON: PARADOXES OF THE CRIME OR THE LONESOME HORSEMEN OF THE 
APOCALYPSE)) 

Based on the play by KLIM 
Director - Vladyslav Troitskyi 
Scenography - Igor Leshchenko 
Sound editor-Anastasia Shulha 

The play of the popular Moscow dramatist KLIM is a rough cutting and combination of Gilbert Chesterton’s paradoxical novels 
and Fyodor Dostoyevsky’s «Crime and Punishment)), which corresponds to the style of productions of Vladyslav Troitskyi, who often 
compiles several works in order to put into life a sole idea. ((Paradoxes of the Crime)) was described by its director as an intellectual 
thriller, exploring the nature of crimes. There is no use to speak of its plot, because there is simply none in this performance. Instead 
there is an idea, which is examined and discussed and turned into comedy, drama and tragedy. The action takes place beyond 
time - here and now. Besides diversity of genres the staging also combines several theatre schools: Commedia dell’Arte and acting 
theatre . Actors are given some space for improvisations, for this reason, every show is like a new opening night. 

During the whole performance actors also play with the so-called fourth wall. Sometimes remove it involving the audience into the 
process and then build it again letting people watch. 

Natalia Redka, De/ovaya Sto/itsa weekly , October 8, 200i 
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nPOEKT «...CEMb AHEkl C MAMOTOM...» 

MAM HECYLUECTByiOLUME TAABbl POMAHA <P. AOCTOEBCKOrO «MAMOT» 

AEHb nEPBbIM. «OHO...OH...91...MAM IIEHAAbHblM CI1EKTAKAb» 

3a n’ecofo KLIMa 

Pexncep, aBTop \Ae\- Baoamcaob TpoiUbKMM 
CueHorpacb - Irop AemeHKO 

BMroTOBAeHH?i AeKopauiM - Irop AemeHKO, AHApin Bobkyh 

OAeHa AecHiKOBa (HaropoAxeHa «KnTBCbKOfo neKTopaAAfo»3a HanKpamnn aKTopcbKMM AebfOT 2002 p.), bAMCKyne 3irpaAa ukd poAb, 
CTBOpMAO XapaKTep, OKpeCAeHMM 3HaHHO myHKiLUMMI/l M TOHLUMMM AiHiaAAM, Hix y AOCTOeBCbKOrO. Ue XapaKTep HOBOI ArAOl- 51BHO 
He i3 cepeAMHM eKAeKTMHHoro XIX croAirra. Mm npMMLUAM ao noi_uyKOBoro Teaipy, Ae obtop «lAioia» npncyTHin He s\k obtop TeKCTy, 
a 6iAbLuoKD AAipofo 5i k HeBMHepnaHa noBHOfo AAipofo 3a xmtt5i TBopna iHTeHum. nepeA aKTopKOfo nociae cnoKyca noKa3aTM ukd 
cfoxeTHy eKcnpecifo nepe3 baochy BiiaAbHicTb, eHeprifo xeciy, eKsaAbiauifo, BAacHe - nepe3 HaAAAipHicTb pyxy. OAeHa AecHiKOBa, 
51K Ha MeHe, 3MOrAa nOAOAOTM UfO KOAi3ifO, AAOKCMMOAbHO CKOHUeHTpyBaBLUMCb Ha rOAOCi, Ha pMTMiui i nAaCTMLlj AAOBAeHH51. BAOCHe 
toaoc y BMdaBi - ue eMOHaui?) AyLui ArAaT, eKCTpaKTTf BHyipiujHboro AOCBiAy, luo BiAbHO nAMHe hoa TeMHMAAM boaoaam. He A5iKafOHMCb 

IXHb0T6e30AHi TO HeBiAOAAOCTi. 

HeAAOXHaoMMHyTMyBaroKDBAaAenoeAHaHH5irocTponcMxoAoriHHoTaKTopcbKoTrpM3KOHCTpyBicTCbKMiHCTaAbOBaHOiocueHorpac|DieK) 
Iropa Aeu_i,eHKa. HanpMKAaA, nepexpeu_i,eHH5i rpySnx hophmx 6oaok hoa cueHOfo He Mae cbyHKuioHaAbHoro HaBaHTaxeHH5i / aAe 
koam Ha Hboro npoeKTyeTbc?! cbirypa oktpmcm, to CTBopfoeTbC5i noiyxHMM o6pa3 BMCOKoro ApaMaTMHHoro 3BynaHH5i. 

Mmkoao Ckm6o. AeHb. 22.08.2003 


PROJECT «...SEVEN DAYS WITH THE IDIOT...», OR THE INEXISTENT CHAPTERS FROM A NOVEL BY 
DOSTOYEVSKY IDIOT» 

DAY 1. «IT... HE... ME... OR THE SAD PERFORMANCE)) 

Based on the play by KLIM 
Director - Vladyslav Troitskyi 
Stage designer - Igor Leshchenko 
Setting - Igor Leshchenko, Andriy Bovkun 

Olena Lesnikova (awarded the Kyiv Pectoral Prize for the Best Female Debut in 2002) played the part brilliantly and created a 
character outlined in a more flexible and delicate manner than in Dostoyevsky’s original novel. Her new Aglaya did not come from 
fhe eclectic 19th century. We came to an exploring theatre where The Idiot’s creator is present not as the author of the text but 
more like a creative intention unexhausted fully in his lifetime. The actress is tempted to show such expression by the means of her 
own voice, the energy of her gestures, exaltation and excessive moves. I believe Olena Lesnikova managed to overcome such a 
collision focusing completely on her voice, rhythm and flexibility of her speech. The voice in the performance is the emanation of 
Aglaya’s soul, an extract of her personal experience, which easily flows above fhe dark water, not being afraid of the abyss and 
obscurity. 

I cannot help but mention a perfect wedding of acutely psychological acting and constructivist stage designs of Ihor Leshchenko. 
For example, fhere is no functionalify in the intersection of rugged black beams above the stage, but when Aglaya’s shadow falls 
on it, you can see the strong dramatic image. 

Mykola Sky bo, Den daily newspaper, August 22, 2003 
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nPOEKT «...CEMb AHEkl C MAMOTOM...» MAM HECyLUECTBYHOLUME TAABbl POMAHA <P. 
AOCTOEBCKOrO «MAMOT» 

AEHb BTOPOM. ((TOAKOBATEAb AI10KAAMnCMCA» 

3a n’ecofo KLIMa 

Pexncep, aBTop \Ae\- Baoamcaob TpoiUbKMM 
CueHorpacb - Irop AemeHKO 

BMroTOBAeHH?i AeKopauin - Irop AemeHKO, AHApin Bobkyh 

51k hocto mm btpohocmo opiemMpM ycipeMAiHb. I TOAi mm caM03peneH0 BM6yAOByeMO «UapcTBO Boxe ho 3eMAi», 3a6yBOfOHM 
npopomBa, He 3raAyfOHM npo He6o. Mm 6oTmoca lAioia b co6i, to6to akdamhy, 3AOTHy ho HecxoxicTb, ho ctpoxaohh?i i cniBHynfl, ho 

AypHyBOTMM BHMHOK, HO COMOBiAAOHe KOXOHH 51 . AAXe AMLUe MOrO MOBOfO, MOBOfO Cepu. 51 , MOBHOHH 51 M i AMTMHHOfO 6 e 3 nOCepeAHiCTK) 
mm po 3 yMieMO HaMrAM 6 i_ui i HakinpodiLui idMHM. 

Hc/tc/am LUeBHeHKO. www.dax.com.ua. 01.09.2002 


PROJECT «...SEVEN DAYS WITH THE IDIOT...», OR THE INEXISTENT CHAPTERS FROM A NOVEL BY 
DOSTOYEVSKY IDIOT» 

DAY 2. «INTERPRETER OF THE APOCALYPSE)) 

Based on the play by KLIM 

Director - Vladyslav Troitskyi 

Scenography - Igor Leshchenko 

Stage design - Igor Leshchenko, Andriy Bovkun 

We often lose the guidelines for our aspirations. Then we create the ((Kingdom of Heaven on Earth» in self-denial, forgetting prophesies 
and losing sight of the skies above us. We are afraid of the Idiot inside us, because that is the person daring to be uncommon and 
extraordinary, able to suffer and sympathize, commit foolish deeds and fall in love selflessly. We are able to understand the most 
profound and fundamental truth only in his language, the language of the heart, silence and childish ingenuousness. 

Nataliya Shevchenko, www.dax.com.ua. September 1, 2002 
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nPOEKT «...CEMb AHEkl C MAMOTOM...» MAM HECyLUECTBYHOLUME TAABbl POMAHA <P. 
AOCTOEBCKOrO «MAMOT» 

AEHb TPETMM. OHA... OHM... OH... MAM IIAALUMM AHI~EA» 

3a n’ecofo KLIMa 

Pexkicep, aBTop \Ae\- Bagamcaob TpoiUbKHM 
CueHorpacb - Irop AemeHKO 

BMroTOBAeHH?i AeKopauin - Irop AemeHKO, AHApin Bobkyh 

CueHiHHy Bepcifo n’ccn ApaMaiypra, BiAOMoro niA nceBAOHiMOM KLIM, 3AincHHB pexi/icep-nocTOHOBHi/iK Bagamcaob Tpo'fubKMM. 
PoAb HacTacbf ^iAinoBHn bmkohy e TeT?iHa Baci/iAeHKO. TBopui bmctobm 3MiHfOfOTb o6pa3 repoi'Hi poAAOHy AodoeBCbKoro «lAioT». 
KLIMoBCbKa Haciacb?! noMiTHO BiApi3H?ieTbc?i BiA 6araibox nonepeAHix BTiAeHb uboro o6pa3y. Boho no36aBAeHa icTepi/iHHOdi, 
3 kok) TpaAMuiMHO HOAiA5iK)Tb Tf xapaKTep. Boho iHiyiTHBHO BiAnyBac i AeMOHdpyc TAflAOHeBi npkiMapHMM, AOAeKMM BiA no6yTOBoro 
xmtt?i napaAeAbHMM CBiT ho nepeTMHi AAMHyAoro m AAaM6yTHboro, peaAbHOdi m HeBiAOMoro. CaMe b ubOMy npopoubKOMy q \ aa \ hh \ i 
noAaraG HenoacHfOBOHa, AOAeHOCHa npnBa6AMBicTb repoi'Hi. Aa?i HeTxmT?i - ue T?ixKe Henopo3yAAiHH?i Mix 3eMHMM to He6ecHi/iM. 
3a nac nepe6yBOHH?i b peaAbHOMy CBiii Heo6xiAHO noAOAaTM lua?ix BiA 3eMHoro i rpixoBHoro ao ippeaAbHoro m BiApoAxyfOHoro CBiiy 
AnoKaAinci/icy. 

Uen lua?ix BMMipfOGTbc?i 6e3CMepT?iM, axe, b CBOfo Hepry, g He3a6yTHbOfo naM'?iTTK) Afo6oBi. KLIM bboxog, luo caMe toko Haciacb?i 
cpiAinoBHa y nepujOAxepeAi AocTOGBCbKoro. OniKyBaHH?i repoi'HeK) CMepii BiA pyKM PoroxkiHa y lum BMCTOBi nepeTBopfOGTbCJi Ha 
MicTMHHMM okt AyxoBHoro 3Bepi_ueHH5i. CueHiHHe piLLieHH?i lrop?i AemeHKa AonoMarac TAJiAaneBi BiAHyTM Hacipin repoi'Hi, nepeAOTM 
aTMOcebepy Tf BHyipiujHboro xmtt?i. 

OAeHO XyKOBO. AeAOBOfi ctoamuq. 11.06.2007 


PROJECT «...SEVEN DAYS WITH THE IDIOT...», OR THE INEXISTENT CHAPTERS FROM A NOVEL BY 
DOSTOYEVSKY IDIOT» 

DAY 3. «...ME... SHE... THEY... HE... OR THE FALLEN ANGEL» 

Based on the play by KLIM 

Director - Vladyslav Troitskyi 

Scenography - Igor Leshchenko 

Stage design - Igor Leshchenko, Andriy Bovkun 

KLIM’s play staged by Vladyslav Troitskyi. Tetyana Vasylenko portrays Nastassya Filippovna. The director changed the image of 
Dostoyevsky’s heroine. KLIM’s Nastassya is noticeably different from all previous personifications of this image. She was released 
from hysteria traditionally attributed to her temper. She feels intuitively and shows the audience the ghostly and illusory alternative 
reality and parallel universes at the crossroads of the past and the future, reality and unknown. Such prophetic vision is the essence 
of obscure and crucial attractiveness of fhe heroine. Life for her is a grave misunderstanding between earth and heaven. During 
our time in the real world we have to overcome a path from earfh and sin to unreal and the reviving world of the Apocalypse. 
This path is measured with immortality, which in its turn is an unforgettable memory of love. KLIM believes Dostoyevsky created 
Nastassya Filippovna as such. Anticipation of murder is turned in this show into a mystical acts of spiritual completion. Igor 
Leshchenko’s setting helps the audience feel Nastassya’s mood and reflects the atmosphere of her inner world. 

O/ena Zhukova, De/ovaya Sto/itsa weekly, June 11, 2007 
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nPOEKT «...CEMb AHEkl C MAMOTOM...» MAM HECyLUECTBYHOLUME TAABbl POMAHA 
AOCTOEBCKOrO «MAMOT» 

AEHb HETBEPTbIM. ((BEC-COH-HMUUA)) 

3a n’ecofo KLIMa 

PeXMCep - BaOAMCAOB TpOlUbKMM 

CueHorpacb - Irop AemeHKO 

BkiroTOBAeHH?! AeKopauiM - Irop AemeHKO, Ahap’m Bobkyh 

CynacHHM pocii/icbKMM ApaMaiypr, blaommm niA nceBAOHiMOM KLIM, 3a3BMHOM nmue cioxeTM MaMbymix nodaHOBOK niA KOHKpeTHMx 
OKTOpiB. ri03HaM0AAMBLUMCb i3 TBOpHMAA KOAeKTMBOAA AOXiBUiB, BiH CTBOpMB n’ CCy «...CeMb AHeFl C MaMOTOM...)) HAM HeCyi±XeCTBy\Ol±XMe 
rAOBbi pomoho <P. AocroeBCKoro «\Aahot», luo 3aKAOAa ocHOBy 6araTOcepiMHoro TeaipaAbHoro UMKAy. A nodaHOBKy 3AiMCHMB 
KMIBCbKMM pexkicep BAaAMCAOB TpOlUbKMM... 

...HeTBepia bmctobo umkay Ha3MBaeTbc?i ((Bec-coH-HMuua)). £Ik i tpm nonepeAHix, ue CBoepiAHe npoAOBxeHH?i BiAOMoro poAAaHy 
«lAioT» - Aifl BiA6yBaeTbc?i 3 Moro repo?iAAM, aAe Ha6araio ni3Hii_ue. IIoaii' po3ropiaK)Tbc?i b Hiuui, b 6oxeBiAbHi, KyAM noipanA5ie naH 
ToubKMM. B Moro BMAiHH?ix bmhmkoc o6pa3 He3a6yTHboT HaciacbT cpiAinoBHM, 5iKa HMTae MOAAy 6i6AiMHy (dlicHK) niceHb» i, Hane LuaxoBy 
napiifo 3 commaa co6ofo, npMAAyujye 3HOBy 3irpaTM cbog xmtt?i. 

HaroAifi ZpoLU. AeAOBQfi Ctoamuq. 21.02.2005 


PROJECT «...SEVEN DAYS WITH THE IDIOT...», OR THE INEXISTENT CHAPTERS FROM A NOVEL BY 
DOSTOYEVSKY IDIOT» 

DAY 4. «INSOMNIA» 

Based on the play by KLIM 

Director - Vladyslav Troitskyi 

Scenography - Igor Leshchenko 

Stage designs - Igor Leshchenko, Andriy Bovkun 

Contemporary Russian playwright known by his pen name KLIM often creates his productions for particular actors. Having met the 
DAKH company KLIM wrote the ««...Seven Days with the Idiot...» or non-existent chapters of Fyodor Dostoyevsky’s The ldiot» play, 
which laid the foundation for a unique theatre series. The performance was staged by the Kyiv director Vladyslav Troitskyi... 

... the 4th episode is called «lnsomnia». As well as the previous shows it is an original sequel to «The ldiot» — it has the same characters, 
but all events take place in the future. The scene of the story is in an asylum in Nice, where Totsky is treated for some mental disorder. 
In his visions Totsky sees the unforgettable Nastassya Filippovna, who reads him «Song of Songs» and makes him play his life again 
like a game of chess. 

No to Ho Yorosh, Delovoyo Stolitso weekly , February 2L 2005 
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nPOEKT «...CEMb AHEkl C MAMOTOM...» MAM HECyLUECTBYHDLUME TAABbl POMAHA <P. 
AOCTOEBCKOrO «MAMOT» 

AEHb BOCbMOM. «MAMOT» 

3a n’ecofo KLIMa 

Pexncep, cueHorpacb - Bagamcaob TpoTubKMM 

Cbokd bmctoby «MAMOT» AMmpo noHMHae Habaraio paHiuje, Hix rAAAani 3anMyTb cboT Micu?i y 3aAi. Moro Km3b MhlukIh 3ycipiHae 
rocieki 6iA5i caMoro BxoAy ao Teaipy. BiH AeAb-AeAb BKAomcTbcsi, Biiae i npoBOAxaeix cyMHMAAn ohmmo. y cueHiHHy Aifo flpoi_ueHKO 
Tex 3aHypfoe «m’siko», 6e3 aKTopcbKoro HamcKy. 3 oxoa?ihm ao 30am, Ammtpo tmxo BiiaeTbCJi. I OApa3y mkipicifo i npocTOTOfo 
pyMHye tok 3BOHy neTBepiy diHy. 

TeKd KLIMa 3iTKaHO i3 penAix, 3B’?i30K AAix ?ikmaam nicA?i nepi_uoro nponmaHH?! BiAHyTM Henpocio. AAe AMmpo ^IpoLueHKO baoao 
pyMHye y rpi pacbiHOBOHicib CTpyiaypM n’ecM i CTBopioe nyueBy aTMOcebepy. Moro KH?i3b MMLUKiH tokmm, akmaa tajiaoh 3bmk 6ohmtm 
Moro b Teaipi. BiH - repon, 3au,bKOBaHMM couiyMOM, aAe 3AOTHMM CMi?iTMC?i m iAAnpoBi3yBaTM. 

HaroAifi KorepMHeHKO. npocpMAb Ykpqmho. 24.04.2006 


PROJECT «...SEVEN DAYS WITH THE IDIOT...», OR THE INEXISTENT CHAPTERS FROM A NOVEL BY 
DOSTOYEVSKY IDIOT» 

DAY 8. «THE IDIOT» 

Based on the play by KLIM 

Director and stage designer - Vladyslav Troitskyi 

Dmytro begins his performance even before the audience takes its seats in the house. Prince Myshkin welcomes his guests at 
the entrance. He bows slightly, greets the people and sadly watches them go. Yaroshenko immerses us in the action gently, 
without any pressure. Entering the hall Dmytro shyly welcomes everyone and breaks the so-called fourth wall with such sincerity and 
humbleness. 

KLIM’s text is woven with sentences, the connections between which are hard to appreciate upon the first reading. But Dmytro 
Yaroshenko successfully breaks down the refined structure of the play with his acting and creates a sensual atmosphere. Prince 
Myshkin (portrayed by Yaroshenko) is everything the audience expects him to be. He is a protagonist hunted down by society, but 
still able to laugh and improvise. 

Natalia Katerynenko, Profit Ukraina, April 24, 2006 
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«AEBOHKA CO CnHHKAMM» 

3a n’ecofo KLIMa 

Pexncep, cueHorpac|D - Baoahcaob TpoTubKMM 

«AeBOHKa co cni/iHKOMM)) - ue ctoxbuahhho pecfcAeKcisi. 3aBAOHH?i - no?iCHMTM, mo Taxe Teaip i aicrop, ho Kopo6ui cipHMKiB. 
nepeK030TM 3Mid n’ccn 6e3 KopobKn cipHMKiB Henpocro. Aaa aBTopa, ohcbmaho, hoa30baohh5iaa 6yAO hohmcotm xiHony n’ccy, 
3raAOTM BKOTpe npo CMepTb i npo Te, mo xmtt?i Mae 3AOTHicTb 30KiHHyB0TMCb, nepepkiBOTMCb, mo b HbOMy 6araio cipaxAOHb, CHiB, 
BiAHyuiB, rAo6oAbHoro Hepo3yA/\iHm caMoro ce6e. A 6yTM cobofo - HOMAMBOBMXHime i HOMHe3aTpe6yBOHime AAMdeuTBO. 

..Joaoc AecHiKOBOi' npeKpacHMM. Bmctobo BiA6yBacTbc?i y uiAKOBkuiM TeAAp?iBi, TOMy caMe toaoc moxho ouiHMTM ?iKHaMKpame. 
npi/IHOMAAHi 3p03yAAiTM, ?1K 30K0Xyf0TbC?l CAini. Y HbOAAy HeAAOC M HOTJlKy AeKAOMOLljT, 3 OKTpMCOfO yBeCb HOC XOHeTbCfl 3arOBOpMTM 
6e3nocepeAHbo niA hoc bmctobm. FIohotm no^CHfOBOTM i He noroAxyBOTMCb, cbopmtm 3a AypHkiui hm 3raAyBOTi/i cxoxi BkinaAKM 3 

XMTT51... 

C. Bopohuob. YMKeHA. 01.02.2007 


«A GIRL AND MATCHES)) 

Based on the play by KLIM 

Director and stage designer - Vladyslav Troitskyi 

«A Girl and Matches)) is a 100-minute-long reflection. Its main objective is to explain what a theatre and an actor are with the help 
of a matchbox. It would be difficult to retell the play without it. Apparently, it was a super task for the author to write a ((feminine)) 
play, reminding us once again about life and death, full of suffering, dreams, feelings and severe failures to understand ourselves, 
life which inevitably comes to its own end or is interrupted. Being yourself is fhe most amazing and the most unclaimed art. 
...Lesnikova’s voice is charming. The whole performance fakes place in complete darkness, for this reason, you pay full aftenfion to 
her voice. You may even understand how the blind fall in love. There is not even the slightest hint of recital in the performance; you 
want to talk to the actress right there all the time. You feel like expressing yourself and denying some things, you want to criticize the 
actress for some nonsense or recall some similar experiences of your own... 

S. Vorontsov , Weekend, February 1, 2007 
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«TEATP MEAEM» 

3a n’ecofo KLIMa 

PeXMCep - BaOAMCAOB TpoTubKnn 

CneKTOKAb He3BMHOMHMM yxe TOMy, mo BiA6yBaeTbc?i npi/i AemnoMy CBiTAi, y xoAi Teaipy, cepeA kpocmbmx ctopobmhhmx MebAiB, 
B030HiB i3 KBiTOAAM, My3MHHMX iHCTpyAAemiB i SarOTbOX iHLUMX He3BMHOMHMX peneM. l~A5IAaHi CMAflTb HO nOCTOBAeHMX niBKOAOM CTiAbUflX. 
Aktpmcm BkixoA?iTb y CTapoMOAHkix hophmx Benipinix dpoax i KaneAfOLUKax, sixi hocmam Hauji npa6a6ui ... 

Ha mok) AyAAKy, n’eca KLIMa - ue pe3yAbiai TpMBaAoro po3BMTKy bLaomoT LueKcnipiBCbKoT AAeiac|DopM «Bce xmtta -Teaip, a akdam 
b HbOMy - aKTopi/i». Uji n’eca - Teaip npo Teaip, akmm, b cbokd nepry - npo xmttx Aktpmcm rpafOTb aKTpMC, 51 Ki rpafOTb. niA nac 
yciei bmctobm ta^aoh BiAHyBae Taxy hI6m MeM6paHy, 3 OAHoro 6oxy jikoT — ABi xiHKM, mo roBop?iTb npo akd6ob, npo HeHaBMCTb, npo 
HOAOBiKiB i npo Teaip. 3 imuoro 6oKy-ABi oktpmcm, luo rpafOTb BMCTOBy y bmctobl MeM6paHa m TOHeHbKa, i nepexiA BiA6yBaeibc?i 
AAOMxe HenoMiTHO, tox HacTMpHMM myxan jiKofcb niTKOCTi BiAHyBae ce6e He3po3yMiAo: «Ae 51 3apa3 i xto nepeAi aahokd?». AAe 
Bapio AMmeHb o6AMmMTM ue 6axaHH?i BM3HaneHOCTi i 3aHypMTMCb y TMxe AxepeAO eMOuiM, Meiac|Dop to ^ckpobmx ac|DopM3MiB, 
51 k BMHMKae BiAHyn5i / mo ocb nepeA to6okd - tocmhmu?!. He 3araAKa, 5iKy Tpe6a HeoAAAiHHO po3raAam, a caMe tocmhmu?!, ao akoi 
AAOXHa AMme AOTOpKHyTMC51, a 51KmO nOmaCTMTb, - TO M AOAyHMTMCfl. 

OAeKCOHAp MMXOHAeHKO. INTV. 26.02.2009 


«THE THEATRE OF MEDEA» 

Based on the play by KLIM 
Director - Vladyslav Troitskyi 

This performance is unique because among all other things it takes place in broad daylight in a theatre hall decorated with antique 
furniture, flowerpots, musical instruments and a multitude of other extravagant objects. The audience is seated on a semicircle of 
chairs. Actresses perform wearing vintage black evening gowns and old-fashioned hats. 

I would say KLIM’s play is a result of long-term evolution of Shakespeare’s famous opening phrase «AII the world’s a stage, and 
all the men and women merely players». This play is a theatre about theatre , which in turn is about life. Actresses play playing 
actresses. During the performance people in the audience feel the membrane separating two women talking about love, hate, 
men and theatre and two actresses performing a play in the play. The membrane is thin and the passage is almost invisible, so 
anyone persistent in seeking clarity will be at a loss: «Where am I now and who’s standing in front of me?» But as soon as you forget 
all certainty and dive into the serenity of emotions, the metaphors and witty aphorisms, you’ll see the mystery is right there in front of 
you. It’s not a riddle to be solved by all means, but a mystery, which you can only touch or become a part of, but of course, you’ll 
need a stroke of luck. 

Oleksandr Mykhailenko. INTV. February 26, 2009 
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«XEHMTbBA» 

3a n’ecofo Mmkoam roroA?i 

Pexncep, cueHorpacb - Baoamcaob TpoTubKMM 

Asi nepixikix am cnoBHeHi nobyTOBMx noApobnub. Y nepujOMy aKTi, mo BiAbyBacTbc?) b byAMHKy xoAOCT?iKa lloAKOAbociHa, BiAHyBacTbc?) 
3aHenaA: tkdtkdh ho ctoaL kpmxtm i AyLunMHm, HeHannmeHi ho6otm. kloro rocnoAapeBi noMiTHO bpaxyc apyxmhm. 

Apyra a \9\ BiA6yBaeTbc?i y byAMHKy Kynnnxn Aracb’T TkixoHiBHM. IT xmtao BMAacTbcsi tokok) co6i ko3kobok) xotmhkok) - y Hin Bee 
coaoako i KpacMBO. llaAKa HapeHeHa npame 3AAiH y xmttl I Bee y Hin npocio KpnHHTb npo ue: i lunkh «kpob 3 moaokoaa», i rpai/iAMBMM 
norA?iA, i epoTMHHO 3’iAeHMM nkipir i3 mokom. 

TorOAb i AAiCTMKa, ?1K BiAOMO, XOA?lTb nop?lA. He BTpMAAOBC?! BLA AAiCTMHHMX MOMeHTiB i BAOAMCAOB TpOlUbKHM. MorO yAK)6AeHOfO 
cbirypofo aa?i rpn e pmyaAbHMM Teaip. Y TaxiM CTMAicTkiui BiH nocTOBMB Bxe He OAHy BMCTOBy. Y uin BiH tokox He 3AAir BiAAAOBMTMCb 
BiA TO KMX «LUTyK», i BCfO TpeTfO AifO nOCTOBMB HO TOKMM AOA. 

B TeMHOAAy npodopi, 3aciaBAeHOMy cbnkqaam, Arac|D’?i TMxoHiBHa naKAye hoa boaokd. 3AAii_uyfOHM y MiAHOMy 6aH?iKOBi pyHKM, 
HiXKM i rOAOBM A?lAbOK-XeHMXiB, BOHO npOMOBAJlG CBiM AAariHHMM AAOHOAOri «5k6M ry6M OAHOrO, to pyKM iHi_uoro...» 

lAbiHa reHciubKa. AeHb. 13.04.2006 


«MARRIAGE» 

Based on the play by Mykola Gogol 
Director, stage designer - Vladyslav Troitskyi 

The first 2 acts are full of everyday details. The first act takes place in the house of civil servant Ivan Podkolyosin, where we see 
decline and depression: there is tobacco on the table, bread crumbs, vegetable peelings and pods everywhere, his boots are 
unpolished. He definitely needs a woman in his life. 

The second act takes place in the house of merchant Agafya Tikhonovna. Her home is cozy and beautiful. Agafya is a passionate 
bachelorette and wants to change her life. Everything about her cries of her desire to get married - her red cheeks, playful glances 
and even the way she eats poppy-seed buns. 

It is a common fact that Gogol liked mysticism. For this reason, Vladyslav Troitskyi also decided to include some visionaries into his 
staging. He prefers ritual theatre and used its style for numerous productions. This time he also resorted to such tricks and the whole 
third act is full of cryptic rituals. 

In the dark room lighted with candles Agafya Tikhonovna practices witchcraft. She mixes hands, legs and heads of voodoo grooms 
and fiances in a copper cauldron saying her magical spells. 

Ilyina Hensitska, Den newspaper ., April 13l 2006 
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«MAMXE BMCTABA MAMXE 3A niPAHAEAAO, TAHEUb CMEPTI. PEAHIMAU,I5I» 

3a TBopaMM AyiAxi nipaHAeAAO 

Pexncep, cueHorpacb - Baoamcaob TpoTubKnn 

HaBimo akdamho xnBe, koam 3Hac, mo noMpe? Y HOMy ceHC TaKoro xmtt5i? Hm aaoc akdamho boakd i MyApidb? A6o x boho - npocio 
COAAMU51 HM COMeUb, 5IKMAAM AeTKO OBOAOAiBafOTb 6oxeBiAbHi npMCTpadi? 

Ui OABiHHi, pMTOpMHHi, 3HeCMAfOfOHi 3anMTOHH5l HOSyBOfOTb TpareAiMHOrO, BiAHOMAyLUHOrO, CbaTOAbHOrO XapaKTepy, 3AiTOK)HM 3 ByCT 
ime 30BCiM MOAOAMX BMKOHOBUiB. 3o6paxyfOHM TBapMHHy npMCTpaCTb 51K OCHOBy OCHOB, 6oxeBOAifOHM, BTpaHOKDHM HOMAOpOXHe, 
303MpaK)HM B o6AMHH51 CMepTi, repo'f BMCTaBM Hi6M BiAKpMBOfOTb, yCBiAOAAAfOfOTb XOpCTOKi iCTMHM XMTT5I. AAe AAOAOAidb, HMCTOTO, 
CBixiCTb, HOAi?l OKTOpiB HeMOB6M npOTMCTaBA51K)TbC51 BHMHKOAA TXHix repOIB... 

Kpi3b AeAb noMiTHi npoMeHi npoxeKTopiB rpauiMHO pyxafOTbc?! y naci i npociopi cnoKycAMBi xiHKM y hophmx i nepBOHMx cyKH?ix. 
3ydpiHaK)Tb HOAOBixiB - i3 TeMHMAAM, MOMxe 6oxeBiAbHMAAM norA5iAaAAM, amkmaa TeMnepaMeHTOAA. Ue - toko co6i KOHuempaui^i 
liaAM*: n’jiHKoT, cneKOTHo'f, 3acMarAof, coAOHdiBiA AAopa... 

UfO BMCTOBy AAOXHO CAAiAMBO peKOAAeHAyBOTM TOK 3BOHMAA TeOTpaAbHMM rypAAOHOM. KOHUeHTpaujfl 3HOKiB, CMAABOAiB - 3ByKOBMX, 
30P0BMX, nAaCTMHHMX - HO KOXHy XBMAMHy BMCTOBM BeAMHe3HO. TOKO „nepeHaCMHeHiCTb» nepeTBOpfOG BMCTOBy HO CbeepMHHO- 
AeMOHiHHe AiMCTBO, cnociepirofOHM axe xpame He HanpyxyBOTM CBiAOMidb, a npocio po3Cao6mtmc5i m otpmmotm nopHO-6iAO- 
HepBOHe eCTeTMHHe 30A0B0AeHH5l. 

MHpOCAOBQ XOTKeBMH. KOHTpOMOpKO. 01.05.2005 


((ALMOST A PLAY, ALMOST BASED ON THE WORKS OF PIRANDELLO. DEATH DANCE. RESUSCITATION)) 

By the works of Luigi Pirandello 

Director and stage designer - Vladyslav Troitskyi 

Why do people live when they know they will die anyway? What is the reason for such an existence? Do people have will and 
wisdom? Or are they simply females and males easily possessed by the wildest passions? 

Such primordial, rhetorical and exhausting questions acquire tragic, desperate and fatal meaning when asked by teenage and 
young performers. Depicting animal passion as the fundamental principle, losing their minds and the dearest things in their lives and 
looking into the eyes of death protagonists discover and realize the cruel truth of life. But the actors’ youth, purity, freshness and 
hope are opposed to the deeds of their characters... 

Seductive ladies wearing black and red gowns move gracefully in time and space through the slightly visible rays of spot lights. 
They meet men with dark almost insane looks in their eyes and wild tempers. That is the essence of Italy: intoxicating, hot, tanned, 
salty from the sea water... 

You may easily recommend this show to the so-called theatre gourmets. Concentration of signs and symbols - sound, visual, flexible 
- every minute of this performance is enormous. Such «over saturation)) turns the play into a faerie of demonic action. So it is better 
not to bend your consciousness but to relax and derive the black-and-white aesthetic pleasure. 

Myroslava Khotkevych, Kontramarka, May L 2005 
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«BECXPEBETHOCTb. BEHEP AASI AfOAEM C HAPYWEHHOM OCAHKOM» 

3a n’ecofo iHrpiA Aay3yHA 

nepeKAOA 3 HiMeubKoT ho pocikicbKy - AHaciacifl Pmu-THMaLueBa 
Pexncep, cueHorpac|D - BAaAMCAaB TpoTubKMM 
BiAeo/Be6-npoeKui?i - Irop IIoctoaob 

BkiciaBy UeHTpy cynacHoro MncieuTBa «AAX» «5ecxpe6eTHOCTb» aaoxho caaIambo 3apaxyBaTi/i ao npyxHMx, npoAyMaHi/ix ao 
H aMApi6Hil_UMX HaCTMHOK C^apciB, 51 Ki He JQK Bxe M HaCTO AAOXHa 3yCTpiTM Ha KMIBCbKMX cueHax... 

«5ecxpe6eTHOCTb» - ue KOMeAifl 6e3 HauioHaAbHOdi, aAe 3 tohhmm noipanA5iHH5iM b aTMOceBepy KOMn’iOTepHO-oc|DicHoT enoxn i 
KOpnopaiMBHOf eTMKM, LUO 3MiHMAkl AfOACbKi CTOCyHKM ao Heni3HaBaHoro. 

3a n’?iTbMa aicropaMi/i-MacKaMM, cxobohmaam 3a 3aAi3HMAAki rpaiaMM po6oHoro Micu5i b ocBici, peieAbHO dexi/iTb BiAeoxaMepa, 
3o6paxeHH?i npoeKTyeibc?) Ha 30ahkd HacTMHy KaAAepHoTcueHM. Abog KOMeHTaiopiB, a tokox po3TaujOBaHi no o6mabo 6okm ABepi 
ao Luec|Da i ABepi ao TyaAeia OKpecAKDfOTb HeBeAMHKMM npocrip, Ae po3ropiaK)TbC5i no am uie'f LuaAeHoT KOMeAif. n’suepo aImobhx 
oci6 y AAOMCTepHOAAy BMKOHaHHi aKTopiB «AAXy» - ue eHUMKAoneAMHHa KOAeKum 3aKOMnAeKCOBaHnx nckixiB, AeABe hm He koxho 
c|Dpa3a 5ikmx 3AOTHa AOBecTM ny6Aixy ao iciepMKM. Txh e xmtt?! BMAaeTbc?! aScypAHMAA, CAAiujHMAA i 6e3ceHCOBMAA - aAe ue Ai/ii_ue 
noAOBMHa bmctobm. HacnpaBAi TyT B3aeMOAifOTb He Ai/iLue akdam, aAe i ABi am: nepuja, 3irpaHa BiAAAiHHMAA aHcaM6AeM, i Apyra, Ae 3 
AonoMorofo MOHOAoriB nepcoHaxiB c|Dapc pamoM Ha6kipae o6epiiB xopoujoT MeAOApaMM, a to i TpareAii. 

/OA/i? SeHTfl. KOMMepCOHTb yKpoMHO. 12.06.2008 


((SPINELESSNESS. A STUDY OF THE UPRIGHT WALK» 

Based on the play by Ingrid Lausund 
Russian translation - Anastasia Rish-Timasheva 
Director and stage designer - Vladyslav Troitskyi 
Video / projection - Ihor Postolov 

The «Spinelessness» in the DAKH Theatre could be easily numbered among the most resilient and elaborated farces, which are 
quite rare in Kyiv theatres... 

The «Spinelessness» is a comedy without any national affiliation, but with precise depiction of the computer, office and corporate 
ethics era, which changed people’s relations beyond all recognition. 

A video camera closely monitors five masked actors hiding behind iron bars of their office desks. The images from the camera are 
projected on the back wall of the chamber stage. Two narrators and two doors (one of which leads to the boss’ office and the 
other is a WC) outline the small space for the events of the crazy comedy. Five characters skillfully portrayed by the DAKH actors 
are the classical collection of insecure and screwed-up psychos, making the audience laugh at every word. Their life seems to be 
absurd, ridiculous and meaningless - and that is only the first half of the performance. Actually in this show not only people interact: 
the first act is played by a perfect company, and with the help of monologues the second act suddenly turns the farce info a fine 
drama or even a tragedy. 

Yulia Bentya, Kommersant Ukraina , June 12, 2008 
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«H E AO B E K- n O AY LU K A» 

3a n’ecofo MapiiHa MokAohoxo 

nepeKAOA 3 aHrAikicbKoT ho pocincbKy - naBAa PyAHCBa 
Pexncep - Baoamcaob TpoTubKMM 

nicA?i nepiuoT am nepeBary BiAAaeuj 6iAbi_ue n’cci, Hix bmctobL nicA?i ApyroT, AipkiHHoT, b flKin KaiypsiH AyLui/iTb noAyLUKOK) TpariHHO 
yAfo6AeHoro, 3aTni_uHoro, HOA3Bi/iHanHO TepriA?iHoro, nci/ixiHHOXBoporo MkixaiAa... Bcepno3 paAiei_u yxe n BHCTOBi. 
nicA?upeTboroaKTycBOK)HacTMHyonAecKiB3pMBaelropnocTOAOB:Moronp?iMOAiHiMHMMTynoAbCbKi,nocniAKyBaBLUMCbi3HeHaBMCHMAA 
apeujiaHTOM, HanncaB cbokd Ka3Ky npo rAyxoHiAAoro KMTaMCbKoro xAonni/iKa, i Bcepno3 nepeMMacTbc?i Ti ecieikiHHkiMM HecHOTaMH. 
klOMy He ao xapiiB, a b 3aAi - Bi/i6yxae CAAix, ?ikmm 3He6oAfoe Te, mo 6yAO nepeA i 6yAe nicAJi: npuHkixeHm, BiApa3y, xax npaBAM, 
TpaBAAM «Ha30BXAM» y AopocAkix AKDAei/i, cnpaBXHiki BoroHb y BiApi 3 nanepaMM, rypKiT reHepaiopa b eni30Ai 3 eAeKTpoujOKOM. I 
boahohoc - nocTOfOTb riraHTM Ha nAenax nirMe'iB, apxeTMnki b yMax npocTMx CMepTHkix, AyLUkueAb Pillowman y 3HaneHHi cn acme ah, 
TO iHLUi XTO e XTO, i «nMCaTM LUKiAAMBO», i «He nMCOTM HeMOXAMBO». 

Moluo Boaimobq. Ac/dhujo KneB. 18.03.2009 


«THE PILLOWMAN)) 

Based on the play by Martin McDonagh 
Russian translation - Pavel Rudnev 
Director - Vladyslav Troitskyi 

After the first act you prefer the play to the performance. After the second lyrical act, in which Katurian chokes tragic, calm, 
extremely patient, ‘slow to get things’ and mentally challenged Michael, you actually start liking the production. 

At the end of the third act Ihor Postolov finally gets his share of applause: after the conversation with the detestable convict, his cold 
and uncaring detective Tupolski makes his own story of a deaf and dumb Chinese boy and takes its aesthetic virtues quite hard. He 
is dead earnest, but the audience roars with laughter, anesthetizing everything which happens and all that’s to come: humiliation, 
aversion, the nightmare of truth, everlasting adult traumas, genuine fire in the paper bucket and the rumble of the power generator 
in the scene with electric shock. At the same time you can see the giants rising on the shoulders of pigmies, archetypes in the minds 
of mere mortals, the choking savior Pillowman and others, for whom «it is detrimental to write yet impossible not to.» 

Masha Vadimova , Afisha Kyiv , March 18, 2009 
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«nCMX03 4:48» 

3a n’ecofo Capn KenH 

nepeKAOA 3 aHrAiMCbKo'f ho pocincbKy - TeuiHa OcKOAKOBa 
Pexncep, cueHorpac|D - Baoamcaob TpoiUbKHM 

Pexncep i cueHorpac|D bmctobm Baoamcaob TpoiUbKHM 3HOBy 3BepiaeTbc?i ao c|dopmm ncMxoAeAiHHoro ceaHcy-Tpina, niA hoc 
flKORD 4Di3MHHOI All AAOMXe HeMOG. Y AAOAeHbKiM KAiTUJ, HOHe B KpiCAi nCMXOTepaneBTa HM B CnOBiAOAbHi, CMAMTb AAOAOAO, HepBOBa, 
roAOM03a, 3aHypeHa b ce6e AiBHMHa. OAflmeHa Boho y rpybMM K0M6iHe30H Ha roAe TiAO. Te, mo bmaaobaac repon-m, no-cnpaBXHbOAAy 
CTpaLUHO. HaAAMLUOK OKAMHHMX iHTOHaLUM CBiAHMTb npO HObAMXeHHfl iCTepMKM, TOAOC HOCTO 3pMBaCTbC?l. I~OBOpMTb BOHO npO Te, LUO 
BiA6yBaeTbc?i b Tf roAOBi, - CBiAOMidb 3axoBaAacb ax niA cieAio po3yMy, a niAAora Bopyi_uMTbc?i, ak AecsiTb tmcah TapraHiB. YciAA 
blaommm BMCAiB npo TapraHiB y roAOBi, aAe y BMdaBi BiH Ha6yBae HOBoro CAAMCAy - 6e3nepenHO CTpaLUHO, jikluo ui BiApa3AMBi 
CTBOpiHH5l rOBOp?lTb i3 TO 6 OK) i BCi AO OAHOrO 3HOIOTb TBOG iM'5l... AOBHO BXe 30AeXH0 BiA CMAbHOAilOHMX nCMXOTpOnHMX 30C06iB, 
repon-m i b hmx He 3HaxoAMTb noAenueHH?i, BiAHyBaiOHM ippauioHaAbHy HeHaBMCTb ao ce6e, ao CBoro TiAa, ao CBoro HiKneMHoro 
XMTT?l. MOAOAO OKTPMCO AhHO HiKmHO nCMXOAOriHHO TOHHO 306paxae MOMeHT, KOAM II repo'lHi CTae AAeHLU CTpaLUHO npMnMHMTM 
XMTM, Hix npOAOBXMTM a6cypAHe iCHyBOHH?! 6e3 AAeTM i CMMCAy. 

IpMHa MeAeLUKiHQ. SKOHOMMHecKMe M3Becmn. 18.03.2008 


«4:48 PSYCHOSIS)) 

Based on the play by Sarah Kane 
Director, scenography - Vladyslav Troitskyi 

Director and stage designer Vladyslav Troitskyi once again resorts to a psychedelic trip session, containing almost no physical 
actions. A young neurotic and avoidant woman sits in a small cage, which reminds us of an armchair of a shrink’s or the cubicle at 
confession. Her head is clean shaven. She is dressed in denim overalls. The things she says are terrifying. Excessive exclamatory tones 
are the sign of her hysteria. Her voice cracks from time to time. She describes things happening in her head - her consciousness 
is hidden under the ceiling of her mind and the floor moves like dozens of thousands of beetles and cockroaches. The play gives 
a new meaning to being off the rails and losing your marbles - it is by all standards horrifying when all your fears talk to you and 
even know your name. The heroine, strongly addicted to super-potent psychotropic medication, finds no relief in it and feels only 
irrational hatred of herself, her own body and her pathetic life. The young actress, Anna Nicotine, beautifully portrays the moment 
when her character feels less scared to end her life than to go on living without any purpose or sense. 

Iryna Meleshkina, Ekonomicheskiye Izvesfiya newspaper, March 18, 2008 
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«AHHA» 

3a n’ecofo KDpifl KAOBAieBa 

Pexncep, cueHorpac|D - Baoamcaob TpoTubKnn 

CneKTOKAb AAir 6 m ctotm nocianoKaAiriTMHHOK) aHTnyionicio, ?ik6m TaKe He po3ropiaAOCb y Bcix nocipaAflHCbKMx MicienKax, 
i30Ab0BaHiCTb 51 KMX nepeTBOpfOCTbC5l Ha BKpMTe AAOpOKOAA 6 oaoto. 

CaMa n’eca AA5i KMiBCbKoro TeaipaAbHoro cepeAOBMma He3BMHanHa. He3BMHanHa tmaa, luo 3BepiaeibC5i ao HeBAacTMBMx 
yxpaiHcb ko AAy Teaipy npo6AeM i nMTOHb to roBopMTb HeBAacTMBOfo AA5i yKpaiHCbKoro Teaipy mobokd. Ue oaho 3 He6araTbox cnpo6 
He aKTyaAi3yBaTM KaHOHboBaHnn motaox, a TopKHyinc5i cynacHoro xnBoro MaiepiaAy. 

AemoTapaHTiHOBCbKy CAOBecHy Maiepifo n’ecM pexncep o6poaamb peaAicTMHHO-nobyTOBMAATeaTpoM. AoBepmeHnn ao rpoiecKy 
peaAi3M: yci Bip5iTb b Te, mo bohm Bip5iTb. 

Kpi3b BMTOHHeHy, HOBiTb Bi3epyHKOBy, CTMAiCTMKy BMCAOBAfOBOHb HOCOM npOKAbOByCTbC5l mepmOBMM HeHOB’513AM BMM MOT. AAe MOT B 
«AHHi», 51K i BMCTpiA, - HOCTMM, OAe OprOHiHHMM ridb. U,e iHCTpyMeHT, 51KMAA AAOAOAe nOKOAiHH5l «AAXy» KOpMCTyeTbC51 HeHOB’513AMBO. 
...Ao peni, caMe 3 «Ahhm» m noHMHaeibC5i nocTOHOBKa hoboT ApaMOTypru b KmcbI. I He AMi_ue TOMy, mo «AAX» nepmMM nimoB umaa 
mA5ixoAA, a m TOAAy, mo «AHHy» no6anMAM, nonyAM, BiApearyBOAM ho Hef. I xto3ho, moxambo, boho - tohko BiAAixy HOBoro Teaipy b 
YK paiHi? 

Mapncfi Hikitiok. www.teotre.com.uo 13.02.2008 


«ANNA» 

Based on the play by Yury Klavdiev 
Director, set designer - Vladyslav Troitskyi 

This production could be a post-apocalyptic dystopia, if it were not for a story typical for all post-Soviet towns, isolation of which 
turns them into gloomy swamplands and bogs. 

The play itself is uncommon for Kyiv theatres. It is unusual because it discusses issues and problems atypical for theatre media in 
Ukraine and uses odd language. This is one of the few attempts not to bring into focus some canonized trash, but touch contemporary 
live material. 

The director framed the text, slightly resembling dialogues in Quentin Tarantino’s films, with realistic and everyday theatre . Realism 
is perfect and almost grotesque: everyone believes what they believe. 

Rough yet nonintrusive coarse words sometimes cut through the exquisite and even tracery stylistics of expressions. But coarse 
words in «Anna» are like shots - frequent yet organic and natural. The young generation in the DAKH uses such instruments gently. 
By the way, «Anna» started a series of productions of modern playwrights in Kyiv. Not only because DAKH was the first to follow such 
a path, but also because people watched «Anna», heard its message and reacted to it. Who knows, maybe it will be the starting 
point for the new theatre in Ukraine. 

Marysyo Nikityuk, www.teotre.com.ua , February 13, 2008 
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((CEKCYAAbHblE HEBP03bl HALUMX POAMTEAEM» 

3a n’ecofo AyKaca Bepcbyca 

nepeKAOA 3 HiMeubKoT ho pocikicbKy - Aaao PnbiKOBa 
Pexncep, cueHorpacb - Baoahcaob TpoiUbKHM 

PMTM BMCTOBH nAOBHHI/l, HaBiTb AAOHOTOHHMM. Y HbOMyMOMXe HeMOG pyxy (AMHaMiKa BC5I 3aKAaAeHa BTeKCTi). nepCOHaxi CMAflTb no 
6 okox to b rAi/i6i/iHi cueHi/i b kopo6kox 3i ckao. A b ueHTpi, y bacenHi boam, luo HaraAye Ti/ixy piHKy, hm A3epKOAO, CMAHTb o6coakdtho 
roAa PycAOHa Xa3inoBa - Aopa. rpaHAio3Ha cueHiHHa Meiacbopa 3aMKHeHOdi m 3aHypeHm KOXHoro y CBin oco6mctmm, CAini/in 
AO iHLUMX KOKOH, BMTAflAOC AOpOrO, CTMAbHO i, HOpT 3a6npaM, nO-HOBOMy... 

U.5I BkidaBa b «AAXy» npo hoc i3 bomm, npo cycniAbdBO. 51 Ki 6aTbKM, Taxi m Arm - ue Ayxe npocio, xona Tex Mae ceHC. He 3axi/imeHa 
6poHefo, He3ai_uopeHa to BiAbHa akdamho npeKpacHa, Bci Tf LuyKafOTb to CKAaAafOTb npo Hef ko3km, a 3ycTpiBi_ui/i, HOMycb 6’fOTb i 
nporaH?iK)Tb. CBiT Mae Ayxe niTKe i xopcxe y?iBAeHH?i npo Te, sik KOxeH Mae xmtm. I He KOXHOMy A03BOAeHO CAyxaTM TiAbKM cboc 
BHyipiLUHe, He niAnop?iAKOByfOHMCb 3aiepTMM Ta6y i npaBMAOM. Xona npaBMAbHMM e AMuue oamh toaoc - AopMH toaoc. 

MapMCz H}k}thdk. www.teotre.com.uo 29.12.2007 


«THE SEXUAL NEUROSISESES OF OUR PARENTS)) 

Based on the play by Lukas Berfuss 
Russian translation - Alla Rybikova 
Director and set designer - Vladyslav Troitskyi 

The rhythm of the performance is smooth and even monotonous. There is almost no movement (all motion and progress is in the 
text). Characters sit on the sides and deep in the stage in glass boxes. In the centre of the stage there is a pool, resembling a 
quiet river or even a mirror, in which you will see the totally naked Ruslana Khazipova (portraying Dora). The sublime metaphor of 
everyone’s restraint and withdrawal into their own nutshells, personal life-proof cocoons look costly, trendy and, damn it, new... 
This play is about us and our society. An exposed, open-minded and free person is beautiful, everyone looks for such a man or 
woman and people even tell stories about them. But as soon as we find someone like that we exile and stone them. The world has 
a very clear and cruel idea of the way everyone should live. Not everyone is allowed to listen to their own inner voices and not to 
obey trite taboos and rules. However, there is only one sane and rational voice - and it belongs to Dora. 

Marysya Nikityuk, www.teatre.com.ua , December 29, 2007 
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«BPMAKMM» 

3a n’ecofo Mapiyca c|doh MaeH6ypra 
nepeKAOA 3 HiMeubKoT ho yKpai'HCbKy - HaiaAKa Chaaohko 
B paMKax AabopaTopii CynacHoT ApaMaiypru (ACA) 
npoeKT reie-lHCTMTyiy LUAT-3: 

CynacHa HiMeubKOMOBHa ApoMOTyprm 
Pexncep, cueHorpac|D - Baoamcaob Tpoi'ubKMM 

Akdam Bip?iTb b Te, mo Tm hob’^oho 330BHi, i ue He Tx npoBMHa, mo bohm He AAOxyTb 6ohmtm HiHoro iHLuoro. Ue Hea6n?iKa poboTa, 
Hea6ki?iKa Hanpyra b AfOAMHi - 6yTM BiAnoBiAHMM nacy. CboroAHi MacoBa KyAbTypa Bxe hob’^oao hom cboT npaBMAa rpn. I jikluo 
tm, pamoAA, He cxoxmm Ha BpeAa niia, to ue - HenpaBMAbHO. Akluo x tm iHi_unn - to ue HenpaBMAbHO - akdam He cnpnnMOTMMyTb 
Te6e 51 k piBHoro co6i, piBHoro 3a BciMa KpnTepiflMM, i tm pM3MKyei_u 303hotm cycniAbHoro ocyAy. 

BorM cynacHOCTi 30bopoxmam uen cbIt. Akdamho AyMae AMUje npo TOBap, 5)kmm boho KynMTb a6o npoAacTb. ToMy mo akluo 
He KynMTb - He BiAnoBiAOTMMe CTaHAapTy, sixmo He npoAacTb - to He MaTMMe rpomen Ha Te, mob KynMTM Te, 3 hmaa boho 6yAe 
BiAnOBiAOTM CTOHAapTy. 

^Ikluo tom, Koro tm akd6mlu, to tbog OToneHH5i He cnpMMMafOTb Te6e tokmm, ?ikmm tm e, to ue - cnpaBxm ApaMa... cnpaBXH?i 
TpareAm... Tm AAycMLu a6o niTM, a6o 3AAiHMTMC5i i ctotm... co6okd... TiAbKM co6ofo HemacHMM, nopyujyfOHM 30 kohm cbogi npMpoAM... 
nopyLuyfOHM cboi uiHHOCTi... i xmttji AeTMTb LUKepe6epTb. 

HaraAin 3o3yAb. www.dax.com.ua 15.12. 2010 


«THE UGLY ONE» 

Based on the play by Marius von Mayenburg 

Within the framework of the LCD 

Project of the Goethe-lnstitute Ukraine Shag-3: 

Contemporary German dramaturgy 
Director and set designer - Vladyslav Troitskyi 

People believe in things imposed on them and you should not blame them for not being able to see further than the ends of their 
noses. That is a tough job and an incredible responsibility to correspond to your own time. Today we are already playing by the rules 
of the mass culture. And in case for some unknown reason you are nothing like Brad Pitt, something should be done about that. 
When you are different people do not treat you as their equal and you risk experiencing public censure and blame. 
Contemporary gods spellbound our world. People think only about the goods they will sell or buy. When they do not buy something 
they do not befit the standards, when they do not sell something they have no money to buy something which will help them befit 
the standards. 

The real drama and tragedy starts when the people you love and those around you stop accepting the real you. You have either 
to leave or change and become a new you, unhappy and miserable, violating the laws of your own nature... destroying your 
personal values... and your whole life furns upside-down. 

Natalia ZozuL www.dax.com.ua, December 15, 2010 
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((PROTECTION)) 

3a n’ecofo AHi TiAiHr 

nepeKAOA 3 HiMeubKoT ho yKpai'HCbKy - XpncmHa Ha3apKeBMH 
B paMKax Aabopaiopii CynacHOi ApaMaiyprii (ACA) 
npoeKT reie-lHCTMTyiy LUAT-3: 

CynacHa HiMeubKOMOBHa ApaMaiyprm 
Pexncep - BapBapa 

Cl_l,eHOrpac|D - AMklTpO KOCTfOMMHCbKMM 
My3MKa: Ahtoh BanbaxoB 

Bi3yaAbHe ocfcopMAeHm: Tenpoint Vjs, OAeKcaHAp BoAOBOAOBCbKnn, ZO, Mapia Boakobo, TeTflHa BacnAeHKO 

HopHe Ha 6iAOMy-TaKMM 3Mid. TaKipaAnuii/iHO BMKAaAacMO AiTepn Ha nanepi, BAflraeMO hophmm oaat Ha 6iAe TiAO-BiAnoHi/iBaeMO 
BiA ?iCKpaBMx KOAbopiB i bannMO 9\cny npo3opy cyib... Otoakdcmo AyLuy i ambmmoca Ha 'if Kpacy - tokhm 3Mid. Tnxo, tmxo, AeAb 
nOAAiTHO, OMMHOfOHM aHaAiTMHHe AAMCAeHHfl. 

3aBA?iKM BMTOHHeHiM HopHO-6iAiM iHCueHisauif aai/i Ayxe tohko noMinaeMO AeiaAi, siKi 6 3ary6nAMC5i 3a 3BMHaMHoro, ?iKpaBO-6apBMCToro 
BTiAeHHJi. Ha 6iAOMy LUA?ixeTHOMy noAOTHi npociopy AyLui akdamhm - noHynfl Ta eAAOun BMAafOTbc?i tohkmmm mh'mmua BiA HopHMAbHMx 
pynoK. Tyi mm 6anMMO ix Tax niTKO, b xMui He noMinaeMO hIkoam. 

Y uiM nociaHOBui BaxAMBy poAb BiAirpae My3MKa, jixy 6yAO HanncaHO cneuiaAbHO aaji uie'f BMdaBM. 

KOXHa AfOAMHa - CaMOTHiCTb - TaKMM 3MiCT. OAHaK e 3B’?13KM Mix UMMM CaMOTHOCTflMM. AKTOpM npMCAyxafOTbC?! OAMH AO OAHOrO, 
5i k HiKOAM - Ayxe yBaxHO, aAxe bohm po3noBiAafOTb OAHy iciopifo Ha abox i im HeoAMiHHO Tpe6a npaBMAbHO if po3noBidM. 

HaraAifl 3o3yAb. www.ddx.cdm.ud 25.12.2010 


((PROTECTION)) 

Based on the play by Anja Hilling 

Ukrainian translation - Khrystyna Nazarkevych 

Within the framework of fhe LCD 

Project of the Goethe-lnstitute Ukraine Shag-3: 

Contemporary German dramaturgy 
Director - Varvara 
Set designer - Dmytro Kostiumynskyi 
Music - Anton Baibakov 

Visual effects - Tenpoint Vjs, Oleksandr Volovodovskyi, ZO, Maria Volkova, Tetiana Vasylenko 

Black and white - that is the point. That is how we traditionally write letters on paper, wear black clothes on our white bodies - relax 
from bright colours and see the clear and transparent gist... We bare our souls and watch their beauty - that is the point. Quietly, 
silently and subtly, bypassing analytical thinking. 

Due to the exquisite black-and-white staging we can see all details, that would otherwise be lost in the ordinary brightly-colored 
production. On the white noble canvas of human soul, feelings and emotions remind us of thin lines written with fountain pen. We 
see them so clearly here, we never notice them in everyday life. 

The Music, composed especially for the show, plays a significant part in this performance. 

Everyone is lonely - that is the point. There are certain relations between people’s solitudes. Actors listen to each other very 
attentively - they tell a story or two and certainly tell it well. 

Natalia Zozul. www.dax.com.ua, December25, 2010 
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«BPEMEHM HET. 3A CTEKAOM» 

3a n’ecofo Boaoahaaupo CHirypneHKa 
Pexncep, cueHorpac|D - Boaoammmp CHirypHeHKO 




THERE IS NO TIME. BEYOND THE GLASS. 

Based on a play by Volodymyr Snigurchenko 
Director, set designer - Volodymyr Snigurchenko 









«CEBEPHOE CMflHME» 

3a n’ecofo Boaoahaampo CHirypnei-iKa 
Pexncep, cueHorpac|D - Boaoammmp 
CHirypneiHKO 


NORTHERN LIGHTS 

Based on a play by Volodymyr Snigurchenko 
Director, set designer - Volodymyr 
Snigurchenko 


«nPOAOr AO «MAKBETA» 

npoeKT ((YKpaiHa Midi/iHHa». nepLua hoctmho <aueKcnipiBCbKoro umkay» 

MidepiaAbHe aImctbo 3a ynacii eTHO-xaoc rypiy «AaxaBpaxa» 

Pexncep, cueHorpac|D - Baoamcaob TpoTubKnn 
KapTMHM i aaockm - Irop AemeHKO 

Moe 3HOMOMCTBO 3 TeOTpOM «AAX)> nOHOAOCb He B Kl/IGBi, a B AOHAOHi, y 2007 POUL KOAM KM5IHM 6yAM rOCTflMM npeKpacHoro i Ayxe 
npecTMXHoro TeaipaAbHoro cBecTMBOAfo BITE, akmm yxe 6araio poxiB nocniAb BiAbyBacTbca ho cueHi AOHAOHCbKoro KyAbTypHoro 
ueHTpy Barbican. 

Bohmb 51 TOAi BkidaBy (dlpoAor ao «MaK6eia». Boho AAeHe npocio Bpa3MAa, xona LLIeKcnipa BAacHe Manxe He 6yAO. ToHHii_ue, tom 
He 6yAO TeKdy LLIeKcnipa. He 6yAO HisiKoro TeKdy B3araAi. ByB pyx - noBiAbHMM, ypoHMCTMM, pkuyaAbHUM, AAicTepiaAbHMM. 

ByAM AeKopau.il - Tex AAicTMHHi, KopeHeBi, pmyaAbHi. ByAM koctkdaam, luo bmtokoaam caraAM rAMboKoro cepeAHbOBiHH5i - hm to 
aHrAikicbKoro, hm to CAOB’flHCbKoro. 

I 6yAa AAy3MKO - HaA3BMHOMHMM C|DOAbKAOpHO-AAiCTepiaAbHMM OHCOMbAb ((AOXaBpaXO)), 5IKMM npOT5irOM ycie'f BMCTOBM CTBOpfOBOB 

BiAnoBiAHMM AiMCTBy 3ByKOBMM cynpoBiA. 

OAeKCOHAp Koh. BBC Russian. 22.02.2010 

TpbfUbKMM 30CepeAXyCTbC51 Ha CyTHiCHMX, apxeTMnHMX eAeMeHTOX n’CCM, CTBOpfOfOHM AOBepLUeHMM pMTyaABOBOHMM CneKTOKAb, 
BMKOpMCTOByfOHM TOHLli, AAOCKM M AAy3MKy i p03n0BiAaf0HM iCTOpifO B OTAAOCC|Depi, HabAMXeHiM AO TpOHCy. 

TpoTu,bKMM peBHO rOBOpMTb npo CBOfO Bipy BTeaTp«iHTeAeKTyaAbHOTKAOyHOAM, AAiCTepil, pMTyOAy TO Heo6apOKOBO'feCTeTMKM», TeaTp 
5iK3aci6 AyxoBHoTcaMopeaAbauif. Pe3yAbTOT — napiBHa cfoppeaAicTMHHa nocTOHOBKa MaKbeTa, Hecxoxa ho xoAHy LueKcnipiBCbKy 
nOCTOHOBKy, 51Ky KOAM-He6yAb baHMAM. My3MHHMM «MaKbeT» i3 XMTpMAAM BiAbAAOAAM. 

nirep KaALuoy. The Daily Telegraph. 25.01.2007 


((PROLOGUE TO ((MACBETH)) 

«Mystic Ukraine)) project. The first part of the Shakespearean cycle. 

Mystery play featuring ((DakhaBrakha)) ethno chaos band 
Director and stet designer - Vladyslav Troitskyi 
Paintings and masks - Igor Leshchenko 

I first saw a DAKH performance not in Kyiv but in London in 2007 when the company was invited to partake in the marvelous and 
very prestigious BITE Festival, which has been held for many years at the Barbican Centre. 

That time I saw the ((Prologue to ((Macbeth)). I was amazed with the performance, even though there was almost no Shakespeare’s 
work in it. To be more precise, there was no Shakespeare’s text in the show. As a matter of fact, there was no text at all. There was 
movement - slow, solemn, sacral, mysterious. 

There was mystical and ceremonial setting. Actors were dressed in costumes sending us back to the Middle Ages - English or 
Slavic. 

There was music - played by the extraordinary folk band ((DakhaBrakha)), which provided accompaniment for fhe whole 
production. 

Aleksandr Kan, BBC Russian, February 22, 2010 

Troitskyi focuses on the essential, archetypal elements of the play to create a highly ritualistic piece using dance, masks and music 
to tell the story in an almost trance-like atmosphere. 

Troitskyi talks intensely of his belief in a theatre of ((intellectual clowning, mystery, ritual and neo-baroque aesthetics)), theatre as a 
vehicle for spiritual self-realisation. The result is a spellbinding, surreal take on Macbeth, and unlike any other Shakespeare you are 
ever likely to see. 

A musical Macbeth - with foxy witches 

Peter Culshaw. The Daily Telegraph - January 25, 2007 
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«PIHAPA III. nPOAOr» 

npoeKT ((YKpaTHa MicTMHHa». Apyra hocimho «i_ueKcnipiBCbKoro u,MKAy» 

MiciepiaAbHe AincTBO 3a ynacTi eTHO-xaoc rypiy «AaxaBpaxa» 

Pexi/icep, cueHorpac|D - Baoamcaob TpoiUbKHM 
Mockm - HaiaAM MapnHeHKO 

ICTopm npo 6e3xaAbHoro Aecnoia, mo Mexi noro xopcTOKOdi He 3hob CBiT, nepeTBopfoeTbCfl y TpoiUbKoro ho aohukdxok pmyaAiB, 
KOxeH i3 ?ikmx moxho TpaKTyBOTM no-pi3HOA/\y, OTpkiAAyfOHM BiA no6aHeHoro 6iAbi_ue 3ankiTaHb, Hix MopaAi3aTopcbKkix BiAnoBiAen, 
3BMHHMX AA5I OKOAeMinHOrO TeOTpy. LLIeKCnipiBCbKMM TeKCT y UiM nOCTOHOBUi 6e3CAiAHO 3HMK, HOTOMiCTb npMBiBLUM apiec|DaKTM 
yKpaiHCbKOi MidkiKki: coAOAA’?iHi A?iAbKM, pyujHMKM - BeciAbHi i npodo, xpedki i tohlu, po3cineHi rap6y3M i AOBre, Hi6n H030BXAM 
po3T?irHyTe BeciAAJi... ue aTAAOcc|Depa CB?imeHHoro AiMCTBa i3 AerKMM epoTMHHMM npMCMOKOM i 3AAii_uaHMM apoMaTOM ciaporo 
AepeBa to CTMrAoro KaByHa... 

C*Aer KapnMHeu,b. www.justus.com.uo 02.11.2007 


((RICHARD III. PROLOGUE)) 

«Mystic Ukraine)) project. The second part of the Shakespearean cycle. 

Mystery play featuring ((DakhaBrakha)) ethno chaos band 
Director and stage designer - Vladyslav Troitskyi 
Masks - Natalia Marynenko 

The story of a ruthless tyrant, who knew no limits to his savagery, was turned by Troitskyi into a chain of rituals, each with numerous 
interpretations, getting from the things you see more questions than moralizing answers, typical for academic theatres. Shakespeare’s 
text in this production is gone leaving no trace and was substituted with artifacts of Ukrainian mysticism: straw dolls, embroidered 
towels, crucifixes, dances, sliced pumpkins and a long, almost everlasting, wedding... 

... that is the atmosphere of this sacramental performance with a slight erotic flavour and mixed bouquet of old wood and ripe 
watermelon... 

O/eh Karpynets, www.justus.com.ua, November2, 2007 
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«KOPOAb AIP. nPOAOr» 

npoeKT «YKpaTHa MicTkiHHa». Tpe™ nacTHHa (aueKcnipiBCbKoro u,MKAy» 

MidepiaAbHe AincTBO 3a ynacii eTHO-xaoc rypiy «AaxaBpaxa» 

Pexncep, cueHorpac|D - Baoamcaob TpdfubKMM 
Mockm - HaTOAm Mapi/meHKO, OAeKcin HyxHMM 

y 2004 pouj Baoa TpdfubKMM CTBopMB tokox AAy3MHMM rypT «AaxaBpaxa». UeM «eTHO-xaoc 6eHA», akmm aaa cbo'ix MeAOAiM to 
iHCTpyAAemiB 6epe 3a 3pa30K HapoAHi nicHi, 3i6paHi b ceAax i 3Mii_uaHi 3 6iAbi_u cynacHMMM 3ByKaMM, Tex mob rpaHAio3HMM ycnix Ha 
KOHUepTi-BiAKpMTTi cPeCTMBOAfO B Meui 7 TpaBHfl. 

UiM LuaMaHCbKiM AAy3Mui daraio b HOMy 3aBA?iHye cbo'im ycnixoM «KopoAb Aip», b ?iKOAAy npoAor n’ecM LLIeKcnipa TpaKTyeTbc?i y 
BiAbHiM MaHepi 3 6e3yMOBHMAA BiAHyu?iM odpa3y i Miciepn. Tyi Aip - Mac|Dio3HMM xpeu_i,eHMM daibKO, jikmm meApo po3Aae kokoTh y 
CBiTi, Ae CMepTb 3i CBOeK) KOCOK) nOCTiMHO XOAMTb 6iA5l AfOACbKMX oco6mh. 

Baoa TpdfubKMM yHMBC5i TeaipaAbHoro MMdeuTBa niA biiamboaa AMTOBCbKoro pexMcepa EMMyHTaca H?iKpoujyca i pociflHMHa AHaTOAi?i 
BacMAbeBa, aAe Ha AyMKy OApa3y x cnaAae TaAeyuj KaHTop, nepe3 MaHepy, b kJm nociaHOBHMK CTBopfoe TeaipaAbHe aImctbo, 
cnMpafOHMCb Ha cboT BAacHi 3aKOHM». 

<Pci6’ch Aap>K. «Le Monde». 10.05.2011 


«KING LEAR. PROLOGUE)) 

«Mystic Ukraine)) project. The third part of the Shakespearean cycle 
Mystery play featuring ((DakhaBrakha)) ethno chaos band 
Director and stage designer - Vladyslav Troitskyi 
Masks - Natalia Marynenko, Oleksiy Nuzhnyi 


In 2004 Vladyslav Troitskyi formed the ((DakhaBrakha)) ethno chaos band, which uses folk songs recorded in villages and mixed with 
modern sounds for its tunes and instruments. The band was a huge success at the Metz festival opening concert on May 7. 

((King Lear)) strongly owes its success to the band’s enchanting music. The prologue of Shakespeare’s play was interpreted freely 
with a definite perception of images and mystery. Lear is the Mafioso godfather, generously giving away cocaine in the world 
where death always follows everyone. 

Troitskyi was a student of such directors as Lithuanian’s Eimuntas Nekrosius and Russia’s Anatoly Vasiliev, but you think at once of 
Tadeusz Kantor, because of the manner of the performance created by the director based on his own laws. 

Fobienne Dorge, Le Monde, May 10l 2011 


232 



























238 





239 














-V 



















«KAM’SHE KOAO» 

CniAbHMM npoeKT Teaipy «AAX» i c|ooAbKAopHoro rypiy «ApeBO» 

Pexncep - Baoamcaob TpoiUbKMM 
CueHorpaclDm, mockm, MOKeTM - Irop AemeHKO 
Ai6peio - GBreH CcfcpeMOB 

BkiroTOBAeHH?i AeKopauin - Irop AemeHKO, Ahap’m BoBKyH 

EKcnepeMeHTOAbHe nocAHOHHfl My3MHHof ApaMeuypriT KepiBHMKa «ApeBa» GBreHa Cc|DpeMOBa 3i cueHiHHOfo nocTOHOBKOK) 
pexncepa Bagamcaobo TpoiUbKoro, ?iKOMy i HaAexkiTb iAesi cneKTOKAfo, CMme3yBaHH5i npnHunniB kaocmhhoT onepn, cynacHOi 
TeaipaAbHOi nocTOHOBKn 3 TpaAMumAAM Bepieny m hopoahoi nicHi aoao nyAOBMM pe3yAbTaT - ACKpaBe, 3axonAMBe BMAOBnme. 
CueHiHHe oc|DopMAeHH?i Iropsi AemeHKa nepeTBopfoe TicHyBamn npociip cueHn ho BepienHy cxpi/iHbKy, BiAOKpeMAeHy BiA 
TA?lAaUbKOT 30AM napKOHOAA i3 BMCOKMAAM BOpiTbMM. IliABiLUeHi HO 30AHb0AAy nAOHi MOKeTM XOTOK i UepKOB, 3HAHO 3 TpOAMUmMkl 
BepTenHoT yMOBHOdi, CTBopfOfOTb iAKD3ifo 6e3MexHoro ropM3omy. B ueHTpi KOHy, ho Kyni coAi - BeAMne3Hi komIhhI xopHa, 
6araT03H0HHMM CMMBOA, LUO HOAOC CMMCAOBO'f TAM6 mHM XOpiiBAMBOMy CfOXeTOBi, HeMOB 30n03MHeH0My 3i CMixOBO'f AiTepaTypM 
«HM30B0r0» 6apOKO. 

CKAOAHe Ai6peio GBreHa Gc|DpeMOBa - po3AyMM hoa npo6AeMOMM xmtt?i i CMepii, cyTHidfo Ao6pa i 3ao, BTiAfoeTbc?i b TpaAMui?ix 
HapOAHO-KapHOBOAbHOT KyAbTypM. BMKOHOBUi BAOAO nOGAHyfOTb OKTOpCbKy rpy 3 6AMCKyHMM BOKOAOM i TpOfO HO My3MHHMX 
iHCTpyMeHTOX. BaXKO nOBipMTM, mo AA51 MMX, npOC|DeciMHMX My3MKOHTiB, poSOTO B «KaM’?lHOMy KOAi» e OKTOpCbKMM Ae6fOTOM. 

Bipo KaHAMHCbKQ. KiHO-TeoTp. No 6(44). 01.12.2002 


«STONE CIRCLE)) 

In cooperation with <(Drevo» folk band 
Director - Vladyslav Troitskyi 

Scenography, masks, miniatures - Igor Leshchenko 

Libretto - Yevhen Yefremov 

Setting - Igor Leshchenko, Andriy Bovkun 

An experimental combination of musical playwriting of fhe Drevo’s artistic director Yevhen Yefremov and stage production of the 
DAKH director Vladyslav Troitskyi, who also created the concept of the performance, a fusion of basic principles of classic opera, 
contemporary theatre production and the traditions of Ukrainian Christmas vertep and folk songs yielded a perfect result - an 
outstanding and breathtaking spectacle. 

Ihor Leshchenko’s setting turns the small stage into a vertep box, separated from the audience with a fence and high gates. The 
miniature buildings and churches, hanging on the background, create an illusion of an infinite horizon. In the middle of fhe stage on 
a pile of salt there is a huge millstone, an expressive symbol, adding a new message to the playful plot, which seems to be borrowed 
from fhe comedy literature of the «mass» Baroque. 

Yevhen Yefremov’s complex libretto, which basically is a reflection on life and death and the essence and nature of good and 
evil, was brought to life in the best traditions of folk carnival culture. The performers skillfully combine acting and splendid vocals 
with the artful playing of musical instruments. It’s hard to believe that the «Stone Circle)) was the acting debut for the professional 
musicians. 

Vira Kandynska, Kino-Teatr, Np 6(44) , December 01 2002 
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«...y nOWYKAX BTPAHEHOrO HACY...XMTT5I...» 

CniAbHMM npoeKT Teaipy «AAX» i c|ooAbKAopHoro ohcomSak) «5oxnHi» 

Pexucep, aBTop \Ae\, cueHorpac|D - Baoamcaob TpoiUbKMM 

YKpaTHCbKMMM nicHflAM/i 3ycipiHaAM nybAixy yxe b cL>one Teaipy «Konzerthaus»: «npo AincHidb to imui bmaamcam» - tokhm toaobhhm 
A03yHr c|DecTMBaAKD-c|DopyMy. Hyxa baibKiBLUMHa ciae HaA3Bi/iHanHO 6AH3bKOfo nicA?i neperAsiAy bmctcibu «y noujyKax BipaneHoro 
nacy», nocTaBAeHol' UempoAA «AAX» i3 Kmcbo. 

BeciAAsi, BiMHa i CMepTb - ApaMaiypriHHi TeAAM nepc|DopMaHcy, ?ikmm AkiLue ho3bokd HaraAye npo MapceA?i ripycia: Taxi paAomi 
XMTT51, 51K nLUeHMHHa TOpiAKO, KBOLUeHO KOnyCTO i XAi6-CiAb, AeB’flTb OKTPMC HOKpMBaAM HO CTiA i3 3i6pOHMAAM BAOAMCAaBOM TpOlUbKMAA 
niCH51AAM M iCTOpi51MM AOBHO 3a6yTOT i Bee me He 3A06yT0MAeHTMHH0CTi. 

TpaAMumM BiABeAeHO 3HOHHy yBary y BeceAiM rpi, mo Bi/irA?iAae HeHOB’5i3AMBO, b xkm Ai/ime nociynoBO noHMHOfOTb nepeBaxaiM Tyra 
to CAAyTOK... y nomyKax KopeHiB, BTpaHeHMx b nepioA paAflHCbKoT«AepxaBHoT KyAbTypn». 

Tomoc radAep. Kronen Zeitung. 25.05.2002 


«... IN SEARCH FOR THE LOST TIME... LIFE...» 

A joint progect of the DAKH Theatre and Bozhychi folk band 
Director, author of the idea and set designer - Vladyslav Troitskyi 

The audience was welcomed by Ukrainian folk songs right from the beginning in the foyer of the Konzerthaus Theatre . The main 
motto of the forum festival was «About reality and other fictions». Other people’s fatherland becomes extremely close and familiar 
after you have seen «ln search of lost time» staged by the DAKH Theatre , Kyiv. 

Wedding, war and death - those are the topics of the performance which reminds us of Marcel Proust only by name: 9 actresses 
set the table with such simple pleasures as wheat horilka (Ukrainian vodka), sauerkraut and bread to the accompaniment of songs 
and stories about the long-forgotten yet never obtained national identity collected by Vladyslav Troitskyi. 

Special attention was paid to traditions in the merry and seemingly offhand play slowly overwhelmed by sorrow and grief... in the 
pursuit of cultural roots buried in the times of the Soviet «state culture.)) 

Thomas Gabler, Kronen Zeitung, May 25, 2002 
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((CMYTHOE BPEMS» 

3a n’ecofo KLIMa 

Pexncep, cueHorpac|D - Baoamcaob TpoTubKMM 
KapTMHM - Irop AemeHKO 

npeM’epa bmctobm «CMyrHoe BpeMn» Teaipy AAX BiA6yAacb y HiMennkiHi. YKpaTHCbKMx aKTopiB 6yAO 3anpoi_ueHo ao MicienKO 
MaHraMM aaa ynacii y MixHapoAHOMy c|DecTMBaAi «LLlMAAepTare». Baoamcaob TpoTubKMM yHMKHyB cnoKycM npi/iBe3TM ho cBecTMBOAb 
3a ?iKOKDCb i3 nonyA?ipHMx y holumx Teaipax n’ec HiMeubKoro pomohtmko i B35IBC5I nocTOBMTM Moro MOAOBiAOMy He3aBepi_ueHy 
TpareAifo «AiMhpiM». CueHiHHMM BapiaHT n’ecM, mo po3noBiAae npo pocii/icbKy idopifo Mexi XVI—XVII ct., ctbopmb KLIM, pocii/icbKMM 
pexMcep, neAaror i ApaMaiypr. 

I KLIMa i TpoiUbKoro nMTOHm, hm 6yB AiMnpiPi caM03BaHueM (noro rpae BiKTop OxoHbKo), hm cnpaBXHiAA cmhom Iboho rpo3Horo, Tx 
uiKaBMAO HaMMeHLue. HexaM i3 icTopkiHHMM AxeAMiTpieM po36MpafOTbc?i idopi/iKi/i, a Teaip nepeMMaeTbc?) tmm, luo b KOXHOMy 3 
HOC XMBe CaAA03BaHeUb, B KOXHOMy 3 HOC AOBHO OCeAMAOC?! 6peXH5l. Bo SIKLUO 3anMTOTM 6yAb-KOrO, HM XOTiB 6 m BiH 6yTM uapeM, TO 
bm3hogmo: (( 9 \ xoh i He AMiipiM-caM03B0HeLi,b, aAe OA?irTM ho cbokd roAOBy KopoHy Ayxe HOBiTb He npoTM». HenpaBAa, mo npoMH?iAa 
Hami Aymi, ctoao npMHMHOfo Toro, mo mm nepecTOAM AOBip?iTM caobom, 51 Ki btpotmam cbIm nepBMHHMM cmmca. I ubOMy o6MOHy, uiM 
BiHHiM 6pexHi 6yAb-?iKoro cycniAbHO-noAiTMHHoro xmtt?i y bmctobI npoTMCTOiTb Aiiyprm. nop?iA i3 hopoahmmm nicH?iMM-roAOciHH?iMM 
3ByHOTb npaBOCAOBHi CniBM, 51 Ki i CTOfOTb CMMBOAOM iCTMHHOrO, n0360BAeH0r0 CnOKyCM 30X0B0TMC51 30 AMLieMipCTBOM, XMTT51. 

OAeAbKO BoAMHCbKMM. KneBCKMM TeAerpocp. 20.10.2003 


«A TIME OF TROUBLES)) 

Based on the play by KLIM 

Director, set designer - Vladyslav Troitskyi 

Paintings - Igor Leshchenko 

The opening night of DAKH’s «A Time of Troubles)) took place in Germany. Ukrainian actors were invited to Mannheim to partake in 
the Schillertage International Festival. Vladyslav Troitskyi chose not to bring to the event one of Friedrich Schiller’s plays popular in 
Ukrainian theatres, but staged his little known unfinished drama «Dimetrius.)) Russian director, teacher and dramatist KLIM created 
his version of the playwright depicting the period of Russian history on the verge of fhe 16th and the 17th centuries. 

Both KLIM and Troitskyi were not interested in whether Dmitry (portrayed by Viktor Okhonko) was the rightful heir to the throne. Let 
historians deal with the False Dmitry; theatre will be concerned with impersonators and frauds inside us all and the lies that are part 
of our nature. If you ask anyone if they would like to be tsar, they would probably say: «l am not the False Dmitry, but I wouldn’t 
mind wearing the crown.)) Lies mingled and interwoven with our souls are the reason we do not trust words which lost their original 
meaning. In this production divine service confronts such deception, such eternal lies found in any social and political life. Side by 
side with folk songs and lamentations can be heard Orthodox anthems - the symbol of true life deprived of any temptation to hide 
behind hypocrisy. 

Olelko Volynskiy. Kyivskiy Telegraph newspaper, October20, 2003 
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«TEATP CMIXY I TPIXy. AK)BOBHMM BEPTEI1, ABO yKPAIHCbKMM AEKAMEPOH)) 

3a n’ecofo KLIMa 

Pexi/icep - Baoamcaob TpoTubKkiM 

CueHorpac|Difl, aaockm — HaiaAM MapnHeHKO, OAeKcin HyxHi/in 
XyAOXHMK no koctkdaaox— Boaoammmp YMaHeHKO 
XopMencTep — TaHHa OxpiMnyK 

YKpaTHa. m. OAeca. OAecbKMM aKQAeMiHHMM yKpamcbKMM My3MHHO-ApaMQTMHHMM Teaip iAAeHi B. BackiAbKa 


«THE THEATRE OF LAUGH AND SIN. LOVE VERTEP, OR UKRAINIAN DECAMERON)) 

Based on a play by KLIM 

Producer, set designer - Vladyslav Troitskyi 

Odessa (Ukraine), V.Vasilko Ukrainian Music and Drama Theatre 

Set designer, creation of masks - Natalia Marynenko, Oleksiy Nuzhnyi 

Costume designer - Volodymyr Umanenko 

Choirmaster - Hanna Okhrimchuk 
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«TEATP CMIXY I TPIXy. AK)BOBHMM BEPTEI1, ABO yKPAIHCbKMM AEKAMEPOH)) 

3a n’ecofo KLIMa 

Pexncep, cueHorpac|D - Baoamcaob TpoTubKMM 
XopMencTep - TaHHa OxpiMnyK 

Cbokd HOBy BMdaBy «Teaip CMixy i rpixy. Akd6obhmm Bepien, a6o YKpaTHCbKMM AeKaMepoH» Baoamcaob TpoTubKMM nodaBMB 3a 
n’ecofo KLIMa. HemoAaBHO Baoamcaob TpoTubKMM nodaBMB ukd n’ecy KLIMa b OAeci, b Teaipi iAAeHi BacMAbKa, i ocb Tenep - b 
piAHOMy «AAXy». 

«AeKaMepoH» Bokohho - nyueBi iciopiT, po3Ka3aHi Aec?iTbMa moaoammm AfOAbMM, ?iKi psuyBOAMCb bla nyAAM b 3aKpMTOMy AOMi - 
ctob aaa KAIMa AMLue iAeefo CTBopeHH?i n’ecM. CepeA aImobmx oci6 bmctobm - ocHOBHi repo'f yKpai'HCbKoro Bepieny. Tyi i HopT, i 
cpiAOCOcIo, i CAAepTb, i nin, i AHreA, i XoAepa, i HyMa. BAacHe Bci Ti, xto aampho cniBicHyBOAM b TpaAMuiMHOMy pi3AB?iHOMy AiMCTBi. AAe 
Ha BiAMiHy BiA BepTenHMX OKTOpiB, UJ.O 306paxaf0Tb CXeMOTMHHi A51AbKOBi XapaKTepM, OKTOpM <(AAXy» BMKOpMCTOByfOTb HOMMeHUji 
HfOOHCM i npMBOAM AAA HOMnOBHiUJOrO p03KpMTT?l CTBOpfOBaHMX 06p03iB. 

3AOBaAOC51 6, npMAOTHMM rpyHT AA?1 npopOCTaHHfl 6yp’?lHy ByAbrapHOCTi, nopOAMB iHOKUJy CTMAiCTMKy. HyTTeBO-ryMOpMCTMHHMM nOrAflA 
Ha iHTMMHi docyHKM hoaobIko i xiHKM, a OTxe, i Ha ce6e, aob 3Mory obtopom bmctobm He roBopMTM HM3bKonpo6HOfo TeaipaAbHOfo 
MOBOfO. 

lAbiHa r eHciubKa. r Q3eTQ «AeAO». 03.10.2006 


«THE THEATRE OF LAUGH AND SIN. LOVE VERTEP, OR UKRAINIAN DECAMERON)) 

Based on the play by KLIM 
Choirmaster - Hanna Okhrimchuk 

Vladyslav Troitskyi staged his new production «The Theatre of Laugh and Sin. Love Vertep, or Ukrainian Decameron» based on the 
play by KLIM. Recently Troitskyi has directed it in the V. Vasylko Theatre in Odessa and now we can see it in his beloved Theatre 
DAKH in Kyiv. 

Giovanni Boccaccio’s The Decameron (the medieval allegory told as a story encompassing 100 bawdy tales of love by ten young 
people trying to stay alive during the time of the Black Death) was only a framework for KLIM’s new play. Among his protagonists you 
will see some of the main characters of Ukrainian Christmas vertep such as the Devil, Philosopher, Death, the Priest, Angel, Cholera 
and Plague. But unlike the vertep actors, who portray sketchy puppet tempers, the DAKH troupers use the slightest nuances and 
reasons for the fullest revelation and disclosure of their images. 

Such ground, which seems to be suitable for vulgarity, gave rise to another style. Sensual and humorous perspective of intimacy 
between men and women saved the authors from any necessity to use low standard theatre language. 

Ilyina Hensitska. Delo newspaper, October 3, 2006 
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«EAin. CO^OKA» 

3a n’ecofo CocIdokao 
nepeKAOA - Iboh ^pohko 
P exkicep - Baoamcaob TpoTubKkiM 

CueHOrpac|Di?l - BaOAHCAOB TpoTubKkiM, AMklTpO KOCTIOMMHCbKMM 
BnrOTOBAeHH?l AeKOpauiM - AMklTpO KOCTfOMMHCbKI/ll/l 

Bmctoby 6yAO 3irpaHO hq cjDecTHBOAi «LUeujopi/i f1oAiAbCbKi» y Ai/im-ii 2008 poKy 


«OEDIPUS. SOPHOCLES)) 

Based on a play by Sophocles translated by Ivan Franko 
Producer - Vladyslav Troitskyi 

Set designers - Vladyslav Troitskyi, Dmytro Kostiumynskyi 
Scenery production - Dmytro Kostiumynskyi 

The performance was played in the Festival Sheshory Podilski in July 2008 
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«EAin. CO^OKA. Eni30A IIEPLUMM. nPOLUAHH?! 3 IAI03IOO)) 

3a n’ecofo CocUokao 

nepeKAOA- Iboh cppaHKO 

Pexncep, cueHorpac|o - Baoamcaob TpoiUbKMM 

Ue npoeKT He nocTOHOBOHHMM, aAe eBOAfouinHnn... «Eni30A nepLui/iM. ripomaHH?i 3 iAKD3iefo»- ue nepuja CTOAifl BeAMKoro npoeKTy 
i, cUoktmhho, ApyrkiM BMxiA ho nybAixy. AiTOM b «LUeLuopax» aam rpaAn CBoepiAHy iHTepMeAifo npoeKTy, iHTepMeAifo s\k «nepeAHyn?i 
LLlA?lXy». Ue Ayxe BOXAMBMM AOCBiA AAfl HaC?lKAA?l KOMOHAM, AOCBiA yCBiAOAAAeHOrO CTBOpeHHfl flK0ICb30BCiM HOBOIAA51 HaexyAOXHbO'f 
peaAbHOdi, HOBoro Tuny Teaipy, iHLuoro npodopy cnpMMHmsi nybAiKn. 3 bmhomho, b ubOMy CBiii He 6yBae Hinoro 30BciM HOBoro. 
AAe 6yAb-?lKMM LUA5IX nOBMHeH 6yTM 3aHOBO BiAKpmMM i 3aHOBO npOMAeHMM. AyMOfO, Te, HUM AAM 3aMAAaeMOCb, MOXHO nopiBH?lTM 3 
TMAA, LUO KOAMCb po6MB Bo6 BiACOH. 

y «AAXy» e cbo?i TpaAMui?i. «AAX» Ayxe aaIuho noB'?i3aHMM 3 tokmaa 5iBMmeAA ?ik nepcUopMaHC. Ue tpoxm iHi_ua TexHOAori?i, Hix Tecup 
nOCTaHOBOHHMM. AOX BAaLUTOBaHO ?1K nOCTiMHy TepMTOpifO HaBHOHH?i: AAeHe, OKTOpiB, HOBMX AfOAeiM. UeM npoeKT AA?1 HOC - me oamh 
KpOK HOLUOT LUKOAM: BHyTpiLUHbOl' LUKOAM, LUKOAM pi3HMX TMniB rpM, LUKOAM B3aeAAOCTOCyHKiB 3 TeKCTOAAM iHLUOrO piBH?l. Ayxe BOXAMBO, 
mo ue nepeKAOA I. cppaHKa, ?ikmm 6yB tokox i npeKpacHMAA nepeKAOAaneM i Bee xmtt?i 30maaobc?i bmxobohhjiaa houii'. 

Baoamcaqb TpoiUbKMM. iHTepB’io dpoAO Mapti ZciHCbKa. Ton 10.18.12.2008 


((OEDIPUS. SOPHOCLES. EPISODE 1. FAREWELL TO ILLUSIONS)) 

Based on the play by Sophocles translated by Ivan Franko 
Director and set designer - Vladyslav Troitskyi 

This is not a production project, but an evolutionary creation... ((Episode 1. Farewell to Illusions)) is the first stage of the grand project 
and per se the second appearance in front of the audience. This summer at the Sheshory Festival we performed a special interlude 
to this project and it was something like an ((apprehension of the Path)). For our team it was a very meaningful experience. We 
realized some new artistic reality, a new type of theatre , other dimension of perception of the audience. Of course, there is nothing 
brand new in our world. Nevertheless, all ways should be reopened and rediscovered afresh. I believe fhe fhings we do could be 
compared fo the works of Robert Wilson. 

The DAKH has its own tradition. Our theatre is closely tied to its performances. Our technique is different from those used in 
production theatres. The DAKH was created as a territory of permanent learning: for me, my actors and newcomers. For us this 
project is another step in our school: inner school, school of various types of acting, school of interpretation of texts on a different 
level. It is very important that we chose Ivan Franko’s translation, because he was brilliant and a master who devoted all his life fo 
fhe education and mentoring of our nation. 

Vladyslav Troitskyi. Text: Maria Yasinska, TOP 10. December 18, 2008 
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«EAin. CO^OKA» 

3a n’ecofo CocfcoKAa 

nepeKAOA - Iboh ^pohko 

Pexkicep, cueHorpac|D - Baoahcaob TpoTubKMM 

Bmctoby 6yAO 3irpaHO hq cjDecmBaAi rOfOAbFEST y BepecHi 2009 poKy b ((MucieubKOMy ApceHQAi» 


((OEDIPUS. SOPHOCLES)) 

Based on a play by Sophocles translated by Ivan Franko 
Director, set designers - Vladyslav Troitskyi 

The performance was staged within the Festival GOGOLFEST on the territory of the National Cultural-Art Complex Mystetskyi Arsenal 
in September 2009 
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«EAin. COBAHA 6YAKA» 

3a n’ecofo CocBokao «Uap EAin» (nepeKAOA Iboho ^paHKa) 

to n’ecofo KLIMa «Co6aHa ByAKa. AHTMyionm 3 xmtt?i aaobho3hoT 6iAbi_uocTi» 

lAesi, KOAAno3Mum TeKdy, pexncypa - Bagamcaob TpoTubKMM 

My3MKO - BaOAMCAOB TpoTubKMM, COAOAAifl MeAbHMK, POMOH FIciHOBCbKMM 

CueHOrpac|Di?l - BAOAMCAOB TpOlUbKMM, AmMTPO KOCTfOAAMHCbKMM 

Ue Aocmb opkiriHOAbHe TeaipaAbHe TBopim-m, b aKOMy ohtmhho n’eca noeAHaHa i3 cynacHMAA TeKdOM, a npocrip Mic|Dy - i3 
cboroAeHHaAA b YKpai'Hi. BAacHe npociip y BMCTOBi TpoiUbKoro BiAirpae BM3HanaAbHy poAb. Y nepi_uii/i an rAflAani CMAflTb ho ampecoAflx 
HeBeAMHKOTieaipaAbHOT3aAM i AMBAflTbCfl BHM3 - Kpi3b AAeTOAeBi rpOTM, 51Ki AAfl UMX TAJlAOHiB G niAAOrOfO. A TOM, BHM3y, y p03AAeX0B0H0My 
ho Hopn AOCMTb CTMCHeHOMy npodopi (tok AAOXHa 6m 6yAO 3irpaTM «Ha AHi»), xMByTb akdam - LUMKyfOTbc?! Ha paHiujHfo nepeBipxy, 
OTpMAAyfOTb naMOK, roiyfOTb coSi'i'cTM... Y ubOMy cBrri, Ae CBo6oAa aobho He npocTO 3paAxeHa-npoAaHa, a m npoKA?ua, MAe npocio 
3Bip?iHa 6opoTb6a 3a AiAepcTBO, i Bxe BHopaujHi BOxaKM noAOAaHi, Ha Txhg AAicue lubmako BMAa3?iTb iHi_ui, jikmm Tex Hixio He AOBipae. 
Ayxe lubmako po3yMiei_u, mo ueM ckaoahmm CBiT — He npocTO c|DaHTa3i5i, aAe rocipo-aKTyaAbHe noAiTMHHe BMCAOBAfOBaHH?i ho TeMy 
cycniAbHOi' CMTyaun b YKpai'Hi. 

Apyra Aia x BiA6yBaeTbc?i Haropi - 6yKBaAbHO Ha roAOBi y rA^iAaniB, hoa rpaiaMM. Tom oktopm «Aaxy» rpaiOTb «EAina» CocBokao - 3 
xopaAAM, 6araToroAOCC?iM, TpariHHMAAM AeKAOMaumAAM. PaKypc, 6e3nepenHO, yHiKOAbHMM. I AMLue HanpMKiHui bmctobm, koam b pMAAy 
ao 3aBepi_ueHH?i nepi_uoT am niABOA Haropi 3a6MBaiOTb aolukoaam, i nySAiKa cBoktmhho onMH?ieTbc?i b KOAeKTMBHiM MorMAi, noHMHaeuj 
po3yMiTM ciporMM i CTpaujHMM 3aAyAA KLIMa i TpoiUbKoro: bmtokm cynacHoro ciaHy cycniAbdBa, i_uo BMAaeTbc?i npocio npoKA?iTMM, 
HacnpaBAi 3aKopiHeHi y Hepo3Ka5iHMx rpixax 6aTbKiB, a i_ua?ix ao cnoKyTM npocwaeTbcsi HeBTopoBaHMAAM ciexKOAAM. 

POMOH AOA>KOHCbKMM. KOMMepCQHTb. 25. 03.201 1 


((OEDIPUS. A DOG KENNEL» 

Based on the play by Sophocles translated by Ivan Franko and on the play by KLIM ((Doghouse. Dystopia in the life of the silent 
majority)) 

Idea, text, direction - Vladyslav Troitskyi 

Music - Vladyslav Troitskyi, Solomia Melnyk, Roman Yasinovskyi 
Set designers - Vladyslav Troitskyi, Dmytro Kostiumynskyi 

This is quite a unique theatre production combining the antique play with modern texts and myths with Ukrainian reality. The 
space is essential in this performance. During fhe first act the audience sits in the mezzanine gallery of the theatre hall and looks 
down through the metal bars and grates, which are their floor. Underneath them there are people living their ordinary lives in small 
burrow-like spaces (that would be perfect for staging Maxim Gorky’s ((The Lower Depth))) - they make lines for fhe morning roll call, 
get their allowance and cook... In this world, where freedom has been betrayed, sold and even cursed long ago, people brutally 
fight for leadership, and yesterday’s leaders are overthrown and the others rapidly replace them, but no one trusts them either. 
The understanding comes very soon - that a complex world is not just a phantom of the imagination but an essential and timely 
political observation of the social reality in Ukraine. 

The second act takes place upstairs - right above the heads of people in the audience. There the DAKH actors play Sophocles’ 
((Oedipus the King)) with all its singing, harmonized music and tragic declamations. By all means the angle is unique. Only at the 
end of fhe performance when the basement is boarded to crown the first act and the audience virtually finds themselves in a 
collective grave, you understand KLIM’s and Troitskyi’s austere and horrifying idea: the origins of fhe currenf state of our society, 
which seems to be cursed, in fact are rooted in the unacknowledged sins of our ancestors and the way to atonement is through 
unbeaten paths. 

Roman Do/zhanskiy, Kommersant March 25, 201 / 
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«CMEPTb rorOA^» 

TeaipaAbHMM npoeKT b paMKax c^ecTH board rorOAbFEST 

Pexi/icep, cueHorpacb - Baoamcaob TpoiUbKnn 

TeKCTM - Mmkoao ToroAb 

ApaAAaiypm - KLIM 

XopAAencTep - TaHHa OxpiMnyK 

Mockm - Hotoam MapuHeHKO 

BnroTOBAeHH?i AeKopauiM - OAeKcin AeoHOB, OAeKciM HyxHMM, aicropi/i AAXy 

..JoroAb - He A3epKOAO, mo BiAo6paxae xmttsi: roroAb TOCMHMHe 03epo, s\k KaxyTb ho lum 3eAAAi-KpancBiTi. «Ctobok», Ae 36eperAi/ic?i 
HyAopkiSM-HyAOAfOAM, HyAO-fOAO-3Bipi-nTHui nepBOAyLui AKDACbKOi. Ae CbIt, He3BaxafOHM Hi ho mo, tok i 3aAMi_uaeTbc?i Bcynepen 
UMBiAi3au.il Meiac|Di3MHHMAA - 60 ue CBiT CAOB’?iHCbKoro GpycaAMMa: Mkip-ropoAa. 

CBiT xe LLlA?ixy xmtt?i akdamhm cyTb TpaHCc|DopMaui?i MeieAMKa. CaAAe TOAAy pociMCbKi nkicbAAeHHMKM KaxyTb, mo «mm Bci» bmmluam i3 
roroAiBCbKo'f ujMHeAi. U?i LUMHeAb - kokoh, b yipo6i-rpo6i akoT BM3piBae napiBHicib noe3if xmttji, luo cnaAae ho hoc jik cnaAax AioSoBi- 
npo3piHH?i rocnoAHboro CAAMCAy uboro CBiiy Kpacn i TopxecTBO noro AAMueBOCTi. 

KLIM, www.dox.com.uo. 24.08.2007 


((GOGOL’S DEATH)) 

Theatre project within the framework of the GOGOLFEST 

Director, stage designer - Vladyslav Troitskyi 

Texts - Mykola Gogol 

Playwright - KLIM 

Choirmaster-Anna Okhrimchuk 

Masks - Natalia Marynenko 

Setting - Oleksiy Leonov, Oleksiy Nuzhnyi, DAKH actors 

Gogol is not a mirror reflecting life. Gogol is a mysterious lake, as they say on our Earth at the end of the world. He is a «Lake» where 
you can still find wonderful fish and people, monstrous animals and birds of the primeval human souls, where no matter what the 
World remains metaphysical in spite of civilization - because that is the world of Slavic Jerusalem: Myr-Horod (World Town). 

The World of a man’s Life Journey is like a transformation of a butterfly. For this reason Russian novelists say that «we all» came from 
Gogol’s «The Overcoat». That overcoat is a cocoon nurturing in its womb-coffin the beauty of the poetry of life which falls on us like 
a flash of enlightenment and understanding of God’s mission for this World of beauty and triumph of its instantaneity. 

KLIM, www.dax.com.uo , August24, 2007 
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«BIM. KOPOAb 3EMAI» 

(ViT - le roi terre) 

3a noBicno Mmkoam roroA?i «Bin)> 

TeKCT, ApaMOTypri?! - KLIM 

nepeKAOA 3 pociMCbKof ho cBpaHuy3bKy - fOAm BaTiHOBa, PeHe 3aHA 

KoHuenum, pexncypa - Baoamcaob TpoiUbKnn 

My3MKa - BAaAMCAaB TpoiUbKnn, rypT «AaxaBpaxa», aKTopn «AAXy» 

CueHOrpac|Dm - BAaAMCAaB TpOlUbKMM, AMMTPO KOCTfOAAMHCbKMM 
BMroTOBAeHH?i AeKopauiM - AieAbe Teaipy Vidy-Lausanne (LUBenuapm) 

MacKM - BaAeHTMHa Bomtkdk 
CB iTAO - 3Be3AaH MiAbKOBiH 

CTBopeHH?i BiAeo - MaKCMAA llodepexcbKMM, OAeKciM TMmeHKO, BiA TipioH 
nepeKAaAani - Mokcmaa Iaa^luchko, HaiaAi?i BaAai_uoBa, PoMaH BobL OAeHa Cyia 
nodaHOBKy 3 AiMCHeHO y Teaipi Vidy-Lausanne (LllBenuapm) 

HaMHOBiLuynocTaHOBKyTeaipyAAX«BiM»MOXHa hq 3 bqj\a AAicTMHHOionoAopoxxioycaMecepueHeBiAOMoTyKpaTHn. npeAdaBAeHa 
b Teaipi BiAi-Ao3aHHa, Ae BOHa i 6yAa CTBopeHa, u?i n’cca y nociaHOBui BAaAMCAaBa Tpo'UbKoro, HanncaHa KLIMoaa, Bpaxaiona 
HacMHeHicTfo cboTx o6pa3iB, ApaMamHHnx i My3MHHMx cueH, ociaTOHHO 3aBOfOBaAa LUBeMuapcbKy nybAiKy. 

y BMdaBi aboc nepcoHaxiB-LUBeMuapuiB onnH?uoTbc?i b yKpai'HCbKOAAy ceAi. PeaAicTMHHidb uicT3ycipiHi niAKpinAeHa if npaBAMBicuo, 
OCKiAbKM BaOA Tpo’iUbKMM BMbpOB HO Llj pOAi ABOX AAOAOAMX OKTOpiB i3 LUBeMUOpil. Llj nepCOHOXi npMdyAM B yKpa'l'Hy: OAMH 3 HOAieiO 
3HOMTM dOAOM ?IKiCb CAiAM CBO'lX pOAMHiB, 3HMKAMX niA HOC rOAOAOMOpy 1933 p., ApyrMM, y nOLUyKOX aBOHTlOp, npMl’xaB ni3HOTM mo 
Kpa'iHy i 3ycipiTM cnpaBXHix BiAbOM... 

BiA BeciAbHMx odpjiAiB, ao noxopoHy, koptmhm, CTBopeHi TeaipoM AAX, nAMHyib, ?ik i nicHi, i HaraAyiOTb KpyroBepTb o 6 pa 3 iB, 
CTBopeHMx CepricM napaAxaHOBMAA y c|DiAbAAi «TiHi 3 a 6 yTMx npeAKiB». 

yea Tpyna Teaipy 6paAa ynacTb y CTBopeHHi AAy3MHHoro cynpoBOAy bmctobm pa30M i3 rypTOM «AaxaBpaxa»... «BiM» - u,e ambho 
cBpecxa, KHMra, b ?iKiM koxho HaciynHa ciopiHKa 3axonAioe Bee 6iAbi_ue i 6iAbi_ue. 

KAepKyHiAb. 01.07.2012 


«VIY. KING OF GROUND)) 

(Vm - le roi terre) 

Based on a novelette by Mykola Gogol 
Conception, Director - Vladyslav Troitskyi 
Dramatist - KLIM 

Translation - Yulia Batinova, Rene Zahnd 

Set designers - Vladyslav Troitskyi, Dmytro Kostiumynskyi 

Scenery production - Atelier of Vidy-Lausanne Theatre (Switzerland) 

Music - Vladyslav Troitskyi, DakhaBrakha band, actors of DAKH Theatre 
Stage lighting - Zvezdan Miljkovich 
Creation of masks - Valentyna Voitiuk 

Video - Maksym Poberezhskiy, Oleksiy Tyshchenko, Wil Thirion 

Translation - Maksym llliashenko, Natalia Balashova, Romain Bovy, Olena Souiia 

The performance was staged in the Vidy-Lausanne Theatre (Switzerland) 

You may call DAKH Theatre’s most recent staging «Viy» a mystical journey to the heart of unknown Ukraine. The play, impressing 
with the depth and strength of its characters and dramatic and musical scenes, was created by KLIM at the Theatre Vidy- 
Lausanne E.T.E. (Espace Theatral Europeen). Its opening night took place there too and the play received ecstatic reviews from 
fhe Swiss audience. 

«Viy» tells a story of two Swiss men in a Ukrainian village. In order to make the play even more credible Troitskyi asked a couple of 
young Swiss actors to portray the characters. One of fhem arrives to Ukraine to find at least some information about his relatives, 
who went missing during the Great Famine in 1933, the other looks for adventures and arrived to discover Ukraine and meet real 
witches... 

The images created by DAKH (from wedding ceremonies and to funerals) flow like the songs and remind one of the vertigo of 
visions in Sergei Parajanov’s film ((Shadows of Forgotten Ancestors)). 

The whole theatre company joined DakhaBrakha band in creation of musical accompaniment for the production. «Viy)) is an 
amazing fresco and it could be compared to a book in which every next page is even more thrilling and fascinating than the 
previous one. 

Claire Court He, July /, 2012 
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«LUKOAA HETEATPAAbHOrO MMCTEUTBA» 

Pexkicep - BAdAMCACIB TpoTubKMM 

y BMCTOBi 3ByHOTb TeKCTu: B. LUeKcnipa, E. kloHecKO, Ax. CipeAepa, 

A. Apio, KLIMa, B. fOxaHcmoBCi, A. Xoaaoko, M. HexoBa, H. ByKOBCbKM, 

TeKCTM 3 Bi6AN 

My3kiKa - BAdAMCAOB TpoTubKMM, rypT «AaxaBpaxa», oktopm «AAXy» 

BkirOTOBAeHH?! AflAbOK - ZO 

BkidaBy 6yAO CTBopeHO i 3irpaHO ho TepkiTopif HeAifOHoro «EKcnepMAAeHTaAbHO-MexaHiHHoro 3aBOAy» 
niA hoc rOfOAbFESTy 2012 - npoeKT «BMAy6kiHi. CboTaam cmaqmm» 22 BepecH?i 2012 poxy 


((SCHOOL OF NON-THEATRICAL ART» 

Producer - Vladyslav Troitskyi 

Text - W. Shakespeare, E. lonesko, J. Streller, A. Arto, KLIM, B. Yukhananov, 

A. Zholdak, M.Chekhov, C. Bukowski, Bible texts. 

Music: Vladyslav Troitskyi, DakhaBrakha, actors of DAKH Theatre 
Puppets: ZO 

The performance was created and played in the territory of the inactive ((Experimental Mechanical Plant» 
during GOGOLFEST 2012 - project ((Vydubychi. By our own forces» on September, 22, 2012 
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((DREAMS OF THE LOST ROAD» 

CkiHTeTkiHHe Luoy, KOHuepT-nepc|DopMaHC, vj, Aa3epHa cmiMcmifl 
PeXMCep-nOCTaHOBHMK - BaOAMCAOB TpoTubKMM 
CueHorpac|Di?i - Baoamcaob TpoTubKMM 

3a ynacTi eTHO-xaoc rypiy «AaxaBpaxa» BiAeo - Tenpoints Vjs 

BiATOHeHMM AAiHiMOAGM, npO flKMM MpiflB me Irop CipOBiHCbKMM y «CBOAe6Ke» i «Uapi EAinOBi)), TyT nOKAOAM Ha yKpaiHCbKMM 
c|DOAbKAop, noeAHaHMM i3 world music, Ta jqk BMAAipsiAn ceHCM, c|DopAAy noAani, aKueHTM, KyAbMiHauiii cnaAM, mo BiAipBam oni i 
Byxa BiA uie’f AAiciepif, y xopoujOMy ceHci, homoxambo. Uboro, 3HOBy xtokm, bomoao: Ha abo expaHM, 3 6oKiB cueHM, a hocoaa i Ha 
COAAMX OKTOpiB i My3MKOHTiB TpaHCAfOBOBCfl BLAeOapT — TeX AOKOHiHHMM, TOHHMM, TOKMM, LU.O AAC BO Ay HO TOM COAAMM CMHTeTMHHMM 
TeaipaAbHMM mamh. A niA KiHeub, koam «Bci Bxe noMepAM» i oktopm b nocAAepTHMx mockox ToroA?! BAaujTyBaAM BiAHOMAyLUHO- 
CMpOTAMBi C|DOAbKAOpHi nOXOpOHM 3 XpeCTOMM y CTpOKaTMX KBiTOHKOX, AO BiAeO AOAOAOC?! A03epHe LUOy. 

TexHOAori3AA, nAfoc cepeAHbOBiHHMM Teaip, nAfoc xmbo i ?iKicHa AAy3MKa, nAfoc npocTMM, ?ikxmtt?i i CMepTb, cmmboabm bmctobm — 
piAKiCHMM KBapTeT y HOLUMX Kpaax. 

y ubOMy nepc|DopAAaHci Teaip to «eTHO-xaoc» aHcaMdAb aoc^tam Tief npoHM3AMBOi akoctI koam world music Bxe 6iAbi_u Hix 
«music» i yAAOBHMM Teaip 6iAbLu Hix Teaip. Koam, HapeLUTi, BarHep 3 Moro AApi^iAAM npo «cmht6tmhhmm TBip AAMCTeuTBa» Moxe cnaTM 
CnOKiMHO». 

OAbro Komok. KoMMepcaHTb-C/16, N° 113. 2009 


((DREAMS OF THE LOST ROAD» 

A synthesis of show, performance, concert, VJs and laser animation 

Director and producer - Vladyslav Troitskyi 

Scenography - Vladyslav Troitskyi 

Featuring DakhaBrakha ethno chaos band 

Video - Tenpoints Vjs 

In this performance of refined minimalism, so much mused by Igor Stravinsky in The Wedding and Oedipus Rex, set to Ukrainian folk 
and world music, the feeling, presentation, accents, climaxes and cadences were so precise that it was simply impossible to turn 
away from such mystery. Video art, scanty, precise and pouring water on a synthetic theatrical mill, displayed on two screens set on 
the stage and sometimes even on the actors and musicians. The laser show accompanied videos at the end of the performance, 
by the time everyone was «dead» and actors wearing Gogol’s death masks arranged a desperate and lonely folk funeral, holding 
crucifixes decorated with motley flowers in fheir hands. 

Hi-tech combined with medieval theatre , vivid high-quality music and symbolism of a performance simple as life and deafh is 
something not often seen in our country. 

In this show, theatre and ethno chaos band blend to achieve such a striking level of quality at which world music is much more than 
just music and conventional theatre - more than just theatre . Finally Richard Wagner may rest in peace for his dream of ((synthetic 
work of art» has been turned into reality. 

Olga Komok. Kommersant-SPB, No. 113. 
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«AaxaBpaxa» - eTHo-xaoc rypT, mo BMCTynae y xaHpi worldmusic. cpopAAauiHD 6yAO sochoboho y 2004 p. b Teaipi «AAX». 
iHiuiMOBOHMM BaOAOM TpOlUbKMM npoeKT ((YKpaTHa MiCTMHHa» CKAOAaBC?! i3 Bi3yaAbH0ITeaTpaAi30BaH0THaCTMHM i AAy3MHHOI, ?lKy 
pa30AA CTBopiOBaAM Baoa TpoiUbKHM ?ik KOMno3kuop Ta iAeoAor i AAy3MKaHTM-yHacHMKM AAanbyTHboro rypiy: HiHa TapeHeubKa, 
IpMHa KoBOAeHKO, OAeHa UkidyAbObKa, OAeKcaHApa rap6y30Ba, Mapxo raAOHeBMH. Boxambok) ckaoaobok) KOMno3Mi_ijM rypiy 
e c|DOAbKAop, AAeAOC yKpa'iHCbKMx Ta iHLUkix HapoAHkix cniBiB. BiA 2007 p. rypT Bkidynae BHOTMpbox- OAeHa LfMbyAbCbKa- bokoa, 
6acoBMM 6apa6aH, rapMOLUKa, HiHa TapeHeubKa - bokoa, BioAOHneAb, bacoBMM 6apa6aH, IpMHa KoBaAeHKO - bokoa, bacoBMM 
6apa6aH, AxaMbe, axopAeoH, rapMOLUKa, AyAyx; Mapxo TaAaHeBMH - bokoa, Aapbyxa, TabAa, AiAxepiAy, rapAAOLUKa, 
axopAeoH. 

25 6epe3H?i 2010 poxy b neiep6yp3i BiAbyAOC?) HaropoAxeHH?i rypiy «AaxaBpaxa» npeAAicfo iMeHi Cepri?i KypboxiHa b raAy3i 
cynacHoro MMdeuTBa «non-MexaHiKa». 

y 2012 poui «AaxaBpaxa» CTBopMAa cayHA-Tpex ao cfciAbMy OAeKcaHApa AoBxeHKa «3eMA?i», HaHOBO BiApeciaBpoBaHoro 
UeHTpoAA iAAeHi OAeKcaHApa AoBxeHKa b paMKax npoeKTy BiApoAxeHHfl i nonyAflpM3ai_ijT yKpa'iHCbKoro HiMoro KiHO. 
riAaTiBKM: «Ha Ao6paHiH» (2006), «FlryAKM» (2007), «Ha AAexi» (2008), «Light» (2010), «Khmeleva project)) (2012) - cniAbHMM npoeKT 
i3 6iAopycbKMAA iHCTpyAAeHTOAbHMAA rypTOM «PORT MONE». Ah30mh ycix nAaiiBOK rypiy - Mapxo TaAaHeBMH. ApT-MeHeAxep 
clDopMaun - IpMHa Top6aHb 
www. DakhaBrakha. com.ua 


((AaxaBpaxa)) - u,e SaraiopiHHMM eKcnepMMeHT y uapMHi KOCMOAorif AfOACbKoT Aymi. BiH rpyHTydbc?i Ha Bipi hollimx npeAKiB, Teopif 
xaocy Ta AAeiac|Di3MLi,i niceHHo'f TBopnocii HapoAiB cBiTy. 13 uboro CMHTe3y i 6axaHH5i CTBopfOBaTM My3MKy He AMi_ue ycBiAOMAeHOfo, 
a m OAyxoTBopeHOfo, rpyna ((AaxaBpaxa)) BMOKpeAAMAa CBiM CTMAb, 3 ?iKoro BAacHe c|DopMyeTbc?i hobmm enoc. 

Tepo?iAAM HOBoro enocy ciafOTb CAyxani 3 nyTAMBMAAM cepmAAM, b 5ikmx xMByTb BiAo6paxeHH?i TpaAMuiM, 3HaHb i cmam MMHyAMx 
noKOAiHb. 3aAMi_uafOHMCb Ha no3Muif AAeAiyMa, ((AaxaBpaxa)) BAaeTbca ao mobm My3MKM aa?i Toro, mo6 cnoHyKaTM AfOAMHy ao 
B 3aeMOAii i3TiBAacHOfo noAyAA’flHOfo eHepricfo. 

Y CKAaAi TpynM Teaipy «AAX)) rypT BMdynMB Ha 6araibox TeaipaAbHMx dpecimaAnx, 3 KOHuepiaMM BiH 3 ’?iba?ibc?i Ha Helsinki Festival 
, Med, Mundial, Nordwind, Oslo World Music Festival, Pohoda, Rudolstadt, WOMADelaide, WOMAD UK, Cinars, «BacoBii_uHa», 

((OTHOAAexaHMKa)) Ta iHLUMX AAy3MHHMX C|DeCTMBaA?lX B yCbOMy CBiTi. 

Xmbmm Ayx y KOMno3Mu,i?ix ((AaxnBpaxM)), AMTMHHa mMpicib i BiABepiidb iTynacHMKiB Ha TAi cxperoiy xophobmx KaMeHiB cynacHoro 
cycniAbdBa - BAacHe ue i e Meiac|Di3MKa, excipaKT cohu?i, ciAb 3eMAi. 

Bqamm KyAMKOB. 2012 


((DakhaBrakha)) is an ethno-chaos band playing world music. The band was formed in 2004 in the DAKH Theatre . Vladyslav 
Troitskyi’s innovative project ((Mystic Ukraine)) consisted of visual dramatized and musical parts, the latter being created in 
cooperation with members of the future band: Nina Garenetska, Iryna Kovalenko, Olena Tsybulska, Oleksandra Harbuzova and 
Marko Halanevych (Troitskyi as composer and an ideologist). Folklore and a melee of Ukrainian and other national songs is an 
important constituent of the band’s compositions. Since 2007 there have been four members of the band - Olena Tsybulska 
(vocal, bass drums, garmon), Nina Garenetska (vocal, cello, bass drums), Iryna Kovalenko (vocal, bass drums, djembe, 
accordion, garmon, duduk) and Marko Halanevych (vocal, darbuka, tabla, didgeridoo, garmon, accordion). 

On March 25, 2010 in St.Petersburg DakhaBrakha band won the Sergey Kuryokhin Modern Art Award (Pop-Mechanica Grand- 
Prix). 

In 2012 DakhaBrakha created a soundtrack to Oleksandr Dovzhenko’s film ((Zemlya)). The film was refurbished by the Oleksandr 
Dovzhenko National Centre as an attempt of rebirth and popularization of Ukrainian mute film culture. 

Albums: «Na Dobranich)) (2006), ((Yahudky)) (2007), «Na Mezhi)) (2008), ((Light)) (2010), ((Khmeleva project)) (2010-in cooperation 
with Belarus instrumental band ((PORT MONB)). 

Designer of all the album covers — Marko Halanevych, art-manager of fhe band - Iryna Gorban. 
www.DakhaBrakha.com.ua 


((DakhaBrakha)) is a ongoing experiment in the cosmology of human souls. It is based on beliefs of our ancestors, the theory of 
chaos and metaphysics of songs from all over the world. From such fusion and desire to make not only conscious but spiritual 
music ((DakhaBrakha)) found its own unique style, which properly speaking, forms a new epos. 

People with sensitive hearts, reflecting traditions, knowledge and power of previous generations are the heroes of the new epos. 
Remaining a medium ((DakhaBrakha)) resorts to the musical language to provoke people into interaction with their own flaming 
energy. 

Together with the DAKH Theatre the band has performed at numerous theatre festivals and has given concerts during the 
Helsinki Festival, Med, Mundial, Nordwind, Oslo World Music Festival, Pohoda, Rudolstadt, WOMADelaide, WOMAD UK, Cinars, 
Basowiszcza, Etnomekhanika and other music festivals all over the globe. 

The live spirit in the compositions of ((DakhaBrakha)), its childish candidness and frankness of its members on the background of 
groaning millstones of modern society - that is metaphysics, essence of the sun and the salt of fhe earth. 

Vodym Kulykov. 2012 
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«HOHrOPTA TfOHAE» 

3a n’ecofo Mixasi BepeLUMapii 
PeXMCep - BAaAMCAOB TpoTubKMM 
CueHorpac|D - 3oatoh nepoBHH 
Koctkdaam - Po3a BaHKi 

AcMdeHT pexncepa, nepeKAOAan - Ahapolu Ko3mo 
YropmMHa, m. CeKei_uc|DaxepBap. Teaip iAAeHi M. Bepei_uAAapii 


((CSONGOR ES TUNDE» 

Based on a play by Vorosmarty Mihaly 
Director - Vladyslav Troitskyi 
Set designer - Perovics Zoltan 
Costume designer - Banki Roza 

Second assistant director, interpreter- Andras Kozma 
Hungary. Vorosmarty Szinhaz, Szekesfehervar 
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«rAMAET. CMEPTb-COH» 

Pexncep, cueHorpacb - Baoamcaob TpoiUbKnn 
AcMdeHT pexncepa, nepeKAOAan - Ahapolu Ko3mo 
Y ropmnHa, m. AxaM6eK 

<(raMAeT. CAAepTb-coH»-BMdaBa Baoao TpoiUbKoro, cnoBHeHa AAicTnun3My m pmyaAy, oco6AMBoro KapnaTCbKoro CBiTOBiAHyufl, Ae 
BiA koxhoT «bopohoT» tohukdkdhoT KpacyHi BMnpoAAiHK)eTbc?i omohambo ycAAiujKa yHAMHM, a b KOXHOAAy AAiuHOMy napybKOBi AAOXHO 
po3rAeAiTM CAyry rpacba ApaKyAM... 

TyMOHHa MiCTMHHa XMapa-CHOBMAiHH?l B «raMAeTi» THeTbCfl Ha TAi BAOCHe nAOTCbKOT i UiAKOM MaTepiaAbHOI KapTMHM: AepeB’aHMM 
TKOUbKMM CTOHOK, AepeB’flHi AMTflHi KOHMKM, p03CMn0He 3epHO, BOAO i3 UMHKOBOrO BiApa, OAflT i3 AAiLUKOBMHM. HOTypOAbHe 
cepeAHbOBiHHe rocnoAapcTBO - Manxe ryuyAbCbKe ceAO, Hane npoKAJiTe chom-omohoio. TaMAei Baoao TpoiUbKoro OTOHeHMM 
BiAbMOAAM TOK COMO, 51K MOK6eT. COH npO BSklTOrO SOTbKO l_l,i BiAbAAM HOHe LUenOHyTb TOMAeTy, HOCniByfOTb... 

BAOCHe yBeeb OTMOCC|DepHMM, MOMXe HeBep6aAbHMM, Becb CnOBMTMM ypMBKOBMAAM 3ByKOAAM BiOAOHHeAi, uen CneKTOKAb p03nOBiAOC 
hom npo Te, mo Men 3eMHoT cnpaBeAAMBOCTi HacnpoBAi 3 5iKofcb He3po3yMiAo'f npMHMHM noTpani/iB ao pyK He j\e\ aioamhm. TaMAei 
He BiAraAOB CBoro npn3HOHeHH5i... nepeA hoaam TAycTMM, HeMOAOAMM napy6oK 6e3 oco6ambmx 03hok iHTeAeKTy. BiH BeAeTbca 51 k 
AAOpiOHeTKO npMBMAOM SOTbKO. IAC5I TpOlUbKOrO - ue 30M6oBOHMM r OAAAeT, r OAAAeT, LUO cie CAAepTb, OTOHeHMM BiAbOMCTBOM, HOpHOfO 
AAiCTMKOfO, Henp0A03HMAA AyLUeBHMM MOpOKOM i 3AOBiCHMAAM AAy3MHHMAAM LUyAAOAAM. IAC5I nOAACTM, KpMBOBOl nOAACTM, AAepTBMTb 
AfOACbKy CBiAOAAiCTb, 30n0M0p0HeHy nOTOM6iHHMAAM BMAiHH51AAM. XMTT51 C COH, i COH - Lie neKAO, B 51KOMy AeMOHM MOHinyAfOfOTb 
HOAAM, 51K XOHyTb. 

riOBAO PyAHCB. HOBbIM MMp. 01. 12.2008 


((HAMLET. DEATH DREAM» 

Director and set designer - Vladyslav Troitskyi 
Second assistant director, interpreter - Kozma Andrds 
Zsambek, Hungary 

Troitskyi’s «Hamlet. Death Dream» is full of mysticism and sacramental rituals, special Carpathian world outlook, in which every 
dancing beauty radiates deceitful smiles of Undines, and every strong lad could easily serve Count Dracula... 

The hazy and mystic dream cloud in «Hamlet» is created against the background of a carnal and totally physical scene: a wooden 
loom, wooden rocking horse, seeds, water in a zinc bucket and hessian clothes. The organic, medieval household - almost a Hutsul 
village cursed with a delusional dream. Troitskyi’s’ «Hamlet» is surrounded by witches like Macbeth. They whisper and sing him the 
dream about his murdered father... 

This performance, aerial, nonverbal and embraced in the sounds of the cello, tells us that in fact for some unknown reason the 
sword of earthly justice was given to a wrong man. Hamlet did not understand his assignment... We see a corpulent ageing lad 
without any signs of special intellect. He follows the ghost of his late father like a puppet. Troitskyi created a zombie Hamlet, dealing 
death, surrounded by witches, black magic, impassable spiritual gloom and sinister musical noises. The idea of bloody revenge 
mortifies his conscience tricked with spiritual premonitions and visions. Life is a dream and dream is a hell in which demons play with 
us for their own amusement. 

Pavel Rudnev, Novy Mir magazine, December 01, 2008. 
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«PEBI30P» 

3a n’ecofo Mhkoam l"oroA?i 
Pexncep - Baoamcaob TpoTubKkiM 

CueHOrpac|Di?l - BaOAMCAOB TpoTubKkiM, AMklTpO KOCTfOMI/IHCbKHI /1 
Koctkdaam - Po3a BaHKi 

AcMdeHT pexMcepa, nepeKAaAan - Ahapolu Ko3aao 
yropmi/ma, m. Ae6peueH. Teaip Hokohqi 


AN INSPECTOR (REVIZOR) 

Based on a play by Mykola Gogol 
Producer - Vladyslav Troitskyi 

Set designer - Vladyslav Troitskyi, Dmytro Kostiumynskyi 
Costume designer - Banki Roza 
Second assistant director, interpreter - Kozma Andrds 
Hungary. Debrecen. Debreceni Csokonai Szinhaz 
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«rorOAb. P.S.» (GOGOL.UTOI RAT) 

3a TeKCTOMM Mmkoam roroA?i 

Pexncep, cueHorpac|D - Baoahcaob TpoTubKHM 

Koctkdaam - Po3a BaHKi 

AcMdeHT pexMcepa, nepeKAaAan - Ahapolu Ko3aao 
Y ropmMHa, m. KenKeMeT. Teaip iAAeHi M. Kotoho 


GOGOL P.S. (GOGOL. UTOI RAT) 

Based on texts by Mykola Gogol 

Director, set designer - Vladyslav Troitskyi 

Costume designer- Banki Roza 

Second assistant director, interpreter - Kozma Andros 

Keczkemet (Hungary). Kecskemeti Katona Jozsef Szinhaz 
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«r04>MAH. OniBHHHI KA3KM» 

3a TBopaMM EpHecia TeoAopa AMOAea l~oc|DMaHa 
PexMcep - Baoamcaob TpoiUbKMM 

CueHOrpac|Di?l - BAOAMCAOB TpoiUbKMM, AMklTpO KOCTfOMMHCbKMM 
Koctkdaam - Po3a BaHKi 

AcMdeHT pexMcepa, nepeKAOAan - Ahapolu Ko3mo 
YropmMHa. m. ByAaneujT. Teaip «BapKa» 

nepeA HOMM — AMBOKM, 51 Ki eKCnepMMeHTyfOTb i3 XMTT5IM, CAAepTfO, MMCTeLLTBOM. BOHM panTOAA nOHMHOfOTb CTOBMTMCb AO Ce6e 51 K 
ao cfcapb BcepeAMHi xmboiimchoT koptmhm, a6o 51 k ao xmbmx iHCTpyAAemiB iHc|DepHaAbHoro opKecipy. HapiBHa aIbhmho b pyxax 
KpencAepa pamoM 3HOBy oxmboc MapioHeTKOfo, i tm po3yMiei_u: Te, mo iHi_ua akdamho Aerxo Tpi/iMae Tf 3a roAOBy i pyKy, aog 
nOBHe nepeOCMMCAeHH51 Tf pyxiB, HOBiTb 5IKmoTXH5l nAOCTMKO 30BCiAA He BiApi3H5ieTbC5l BiA nAOCTMKM XMBOrO TiAO. np03piHH5l / 51KOMy 6 m 
3paAiAM AOCAiAHMKM KperO! CyTHidb OKTOpa-HOAMapiOHeTKM, AAOXAMBO, He B TOMy, LUO HenepeA 60 HyB 0 HiCTb XMBOrO TiAO yB’5l3HeHa 
y CTpOriM C|DOpAAi, niABAOAHil/l BOAi iCTMHHOrO OpTMCTO, a B TOMy, LUO MM IX COMe TOKMMM enpMMMOGMO i BiAnOBiAHO iHTepnpeiyeMO. 
ByAaneLUTCbKi oktopm nopMHyAM i3 Tpo'fubKMM y 3axonAioK)Hy m He6e3nenHy noAopox. HeAapMa y nepeKAOAi ho3bo Teaipy «BapKa» 
03H0H0G <(KOBHer». 

HaroAifi 9lKy6oBd. Poccmmckcm ra3eTa. 12.05.2011 


HOFFMANN. THE NORTHERN TALES 

(EJFELI MESEK) 

By the works of E.T.A. Hoffmann 
Director - Vladyslav Troitskyi 

Set designer - Vladyslav Troitskyi, Dmytro Kostiumynskyi 

Music - Kakonyi Arpad 

Costume designer- Banki Roza 

Second assistant director, interpreter - Kozma Andrds 

Hungary. Budapest. BARKA Szinhaz 

They are not ordinary people experimenting with life, death and art on our eyes. Suddenly they begin to consider themselves as 
colors of a bright art picture or as live instruments of infernal orchestra. Charming girl in the hands of Kreisler suddenly becomes live 
again as a marionette and you realize that a person lightly holding its head and hand brings a brand new sense to doll’s movements 
even that you can’t differ it from live body’s moves. Revelation worth of Kreg’s followers: role of actor leading marionette, perhaps, 
not in moves of an unpredictable live body limited by strict form and ruled by a will of a true artist but in spectator’s comprehension 
and interpretation. Budapest actors together with Troitskyi went to exciting and challenging adventure. It is not by accident that 
the name of «Barka» theatre is translated as «Ark». 

Natalia Yakubova. Russian Newspaper, i2.05.20! i 
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«MEPTBE MICTO» 

Onepa Epixa BoAbcBraHra KopHroAbAa «MepTBe Micio» 
PeXMCep - BAdAMCACIB TpOl'UbKMM 

CueHOrpac|Di?l - BAdAMCAdB TpoTubKMM, AAAmpO KOCTfOMHHCbKI/ll /1 
AcMdeHT pexncepa, nepeKAaAan - AHApdLu Kd3Md 
KdCTfOMM - Pd3d BdHKi 
YrdpmMHd. m. Ae6peueH, Tedip HdKdHd'f 


«THE DEAD CITY» 

(A HALOTT VAROS) 

Operd by E.W.Korngold 
Director - Vlodyslov Troitskyi 

Set designers - Vlodyslov Troitskyi, Dmytro Kostiumynskyi 
Costume designer- Banki Roza 
Second assistant director, interpreter - Kozma Andrds 
Hungary. Debrecen. Debreceni Csokonai Szinhaz 
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rOTOAbFEST 

epecTHBOAb rorOAbFEST 3acHOBOHO UempoM cynacHoro 
MMCTeUTBO «AAX» i KyAbTypHO-MMCTeUbKMAA KOMIlAeKCOM 
((MkideubKHM ApceHOA» BoceHM 2007 poKy. lAea to iHiuiamBa 
CTBOpeHH51 nOAic|DOHiHHOrO MyAbTMKyAbTypHOrO C|DeCTMBaAK) 
cynacHoro AAMCTemBa HaAexmb pexncepy, npoAfocepy to 
xyAOXHbOMy KepiBHMKOBi UCM «AAX» BAOAMCAaBy TpoTubKOMy. 
^ecTMBaAb HapoAMBC?i b yHiKOAbHOMy npodopi «Ciaporo 
ApceHOAy» - KOAMLUHboro BiMCbKOBoro 3dBOAy, 3BeAeHoro 
iiaAikicbKMM apxiieKTopoM 1/loraHHOAA MeAAepoAA y 1803 poui. 
Tpn poKM nocniAb 6iAbi_uicTb noAin c|DecTMBaAK) BiA6yBaAMC?i 
caMe TyT, a y 2010 poui - ho TepmopiT KiHOCTyAN iAAeHi O. 
AOBXeHKO. 

noAiAMCUkinAiHapHa nporpaMa c|DecTMBaAK) npeACTOBAae b 
GAMHOMy imepaKTi/iBHOMy npociopi cynacHMi/i xMBonMC to 
iHCTCiAfluiio, ayAioBi3yaAbHi MncieuTBa, eAeKTpoaKycmHHy to 
aKOAeAAiHHy AAy3MKy, Teaip, KiHO, cynacHkiM TOHeub, AiiepaiypHi 
npoeKTM, a tokox ocBimfo nporpaMy, mo bkakdhog TpeHiHm, 
CeMiHOpkl TO MOMCTep-KAOCM. 

nepujMM rorOAbFEST BiA6yBC?i y CTiHax ((MkicieubKoro 
ApceHOAy» 3 7 no 14 BepecH?i 2007 poKy. ^ecTMBOAb 6yB 
noKAMKOHMM o6’eAHOTM yKpaiHCbKy TBopny m imeAeKTyaAbHy 
eAiiy aobkoao iAAeHi, a tokox c|DiAOCOc|DCbKO-peAirii/iHMx 
i xyAOXHix iAen Mmkoam roroAfl - reHrn, akhm blakpmb i 
noAapyBOB CBiiy HOBy i Heni3HaHy, MicmHHy «Terra incognita» 
- YKpaiHy. B pomkox nepmoro c|DecTMBaAfo BibAyAacsi 
TeMOTMHHa BMCTOBKO «rOFOAb.nOPTPET», B JIKiki B3AAM 
ynacTb noHOA 150 xyAOXHMKiB 3 YKpaTHM, PociT, noAbmi. 
ApyrMM rorOAbFEST OTpMAAOB H03By ((CpeCTMBOAb C|DeCTMBaAiB» 
i BiA6yBC?i i3 7 no 28 tpobh?i 2008 poxy. Uen eian c£>ecTMBaAK) 

MOB HO MeTi KOHCOAiAyBOTM yKpa'lHCbKMM C|DeCTMBaAbHMM pyx, 

OKyMyAfOBOTM AOCBiA AAMdeubKMx c|DecTMBaAiB YKpaTHM (cepeA 

HMX ClDeCTMBOAi eTHiHHOI AAy3MKM «LLIeLUOpM» i «KpaiHO AApiM», 
KiHOC|DeCTMBaAi «MOAOAiCTb» i ((BiAKpMTO HN», C^eCTMBOAb 
OHiMOUiMHMX C|DiAbAAiB «KpOK», C|DeCTMBaAi ((^pOHUyBbKO 
BecHa», «Jazz KoKTe6eAb», «CniBOHMM Co6op» to iH. 
CepeA ynacHMKiB rorOAbFESTy 2008 poKy - KOMno3MTopM 
BAOAiMip MapTMHOB, TeTJIHa rpiHAeHKO 3 OHCOM6AeM «OPUS- 
POSTH», OBreH TpoMOB, AhcomSab Ammtpo rioKpoBCbKoro 
to CBflTO-HiKOAbCbKMM xop TpeibJiKOBCbKoT raAepef, 
<(BOAKOB-TpiO», AaAO 3arOMKeBMH, CaHKT-rieTep6yp3bKMM 
iHxeHepHMM Teaip «AXE», «Aa6opaTopi?i», BeperoBCbKMM 
HauiOHOAbHMM yropCbKMM TeOTp iAAeHi AbfOAM Ikieuja, 
CTyAifl «Sounddrama», «KnTBMoAepH-6aAeT» to iHi_ui. 
B pOAAKQX OCBiTHbdl nporpQMM BiA6yAMC?l AeKUm-KOHUepT 


GOGOLFEST 

The festival GOGOLFEST was founded by the Centre of 
Contemporary Art DAKH and the National Cultural-Art 
Complex Mystetskyi Arsenal in the summer of 2007. The idea 
and initiative of creating a polyphonic and multicultural 
festival of the Contemporary Arts belongs to Vladyslav 
Troitskyi, director, producer and artistic manager of the 
Centre of Contemporary Arts DAKH. 

The Festival was born in the unique space of the Old Arsenal 
- a former munitions factory erected by the Italian architect 
Johann Meller in 1803. For three years most of the Festival 
events took place here and in 2010 moved to the Dovzhenko 
Film Studios. 

The Festival multidisciplinary programme represents in 
a common interactive space the modern painting and 
installation, audiovisual arts, electroacoustic and academic 
music, theatre , cinema, modern dance, literary projects 
and also an educational programme that includes trainings, 
seminars and master-classes. 

The First GOGOLFEST took place in the Mystetskyi Arsenal 
7-14 September 2007. The Festival was to unite the Ukrainian 
creative and intellectual elite around the name and the 
philosophic-religious and artistic ideas of Mykola Gogol - a 
genius who discovered and presented to the world a new 
and unknown, mystic Terra incognita - Ukraine. At the Festival 
the thematic exhibition GOGOL.PORTRAIT was organized, in 
which over 150 painters from Ukraine, Russia, and Poland took 
part. 

The Second GOGOLFEST was named The Festival of Festivals 
and took place 7-28 May 2008. This time the stage of the 
Festival was designed to consolidate the festival movement of 
Ukraine, to accumulate the experience of the artistic festivals 
of Ukraine (including the festivals of ethnic music Sheshory 
and Land of Dreams, the cinema festivals Molodist and Open 
Night, the festival of animation films Krok, the festivals French 
Spring, Jazz Koktebel, Singing Cathedral and others). 

Among the participants of the GOGOLFEST in 2008 were 
composers Vladimir Martynov, Tatiana Hrindenko with the 
ensemble OPUS-POSTH, Yevhen Gromov, the Dmitry Pokrovsky 
Ensemble and the Saint-Nicolas Chorus of the State Tretyakov 
Gallery, Volkov-Trio, Alla Zagaikevich, the St. Petersburg 
Engineering Theatre AXE, LaboraToria, the Berehovo National 
Gyula lllyes Hungarian Theatre , the School Sound drama, Kyiv 
Modern-Ballet and others. 

Within the the framework of the educational programme 
were a lecture-concert by Vladimir Martynov, master-classes 
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BAOAiMipa MapTMHOBa, AAanciep-KAacn naBAa Mokobo, 
Ti6epi5i CiAbBai_ui, Aaam 3aranKeBMH, Bagamcaobo TpoiubKoro, 
Bopnca fOxaHOHOBa, KLIMa, Mmxomao FlpeMnyKa, Ceprm 
A03HMUi. no All ClDeCTMBOAIO BLABiAOAM nOHOA 50 TMC5IH OCi6. 
^ecTMBOAb 2009 poxy npoxoAMB 3-19 Bepecm i 6yB 
oco6ambmm tmaa, luo npi/inaB ho 200-Ty piHHnmo 3 aha 
H apOAXeHHfl MMKOAM rorOAJI. Cpec TMBOAb nopOAMB uiAy HM3Ky 
nOB’?13aHMX i3 HMAA KyAbTypHMX OKLljn, 51 Ki BiA6yBOAMC5l npOT5irOM 
ycboro poxy: TBopni Manciepi-ii BOceHn, nepcfcopMaHcn y 
KBiTHi 2009 poxy b ToroAeBi i KmcbL npe3eHTaui5i c|DecTMBaAio y 
CaHKT-neiep6yp3i. Y pomkox My3MHHOi nporpaMM BiAbyAMC5i 
KOHuepT-nepc|DopMaHC, cnmeiMHi-ie i_uoy ((Dreams of the lost 
road» 3a yHacno eTHO-xaoc rypiy «AaxaBpaxa», KOHuepT 
BiA opraHi3aTopiB Moloko Music Fest (Bnciynn Aaoaao rpiHa, 
Adanovsky, Tikkle Me to Ceprifl BadKiHa), eAeKTpo-aKycTMHHa 
nporpaAAa BiA Aaam 3aranKeBMH, BMdyn niiepcbKoro rypiy 
((HOM» to K0HuepT-30KpMTT5i c^eciMBOAio 3a yHacno rypiy 
«AeTM riHKOCCO)). KypaTOpOM BhyaAbHO'f HOCTMHM C^eciMBOAio 
BMCTyriMAO BiAOMO pOCiMCbKO XyAOXH M Ll.51, CKyAbmop, 
AM30MHep - KOT5l BOHOBOp. 

TpeiiM rorOAbFEST BiABiAOAM nOHOA 150 tmcah rA5iAOHiB, 
ynacTb y HbOMy B351AM 800 AAMTuiB i3 25 Kpa'iH CBiiy. 
HeTBepTMMc|DecTMBaAb6yAOBiAKpMTOHaMaMAaHiHe3aAexHOCTi 
4BepecH5i2010poKyrpaHAio3HMM i_uoy BiA icnaHCbKoro Teaipy 
«La Fura Dels Baus» to Teaipy «AAX». Ochobho nporpaMa 
BiA6yAOC5i ho TepMTopii' KiHOCTyAN iMeHi O. AoBxeHKa, Ae 
KypaTOp KOT51 BOHOBOp p03po6MAO HOBy KOHUenuilO Bi3yaAbHO'f 
nporpaAAM, noB’5i3aHy 3 apxiieKTOHiKOio npociopy KiHOCTyAN. 
T A5iAOHi nodaHMAM uixoBi BMCTynM iTOAiMCbKoro Teaipy 
OTAeTMHHOrO TOHUKD ((KataklO)), pOCiMCbKOrO AAy3MHHOrO rypiy i3 
TyBM ((Huun HuurTu», i He3a6yTHiM BMdyn Tricky, 
n'51TMM c|DecTBaAb BiAdyBC5i y BepecHi 2012 poxy ho TepMTopFf 
HeAiiOHoro ((EKcnepMAAemaAbHO- AAexaHiHHoro 3aBOAy» 6e3 
niATpMAAKM AepXOBM, i H03MB0BC5I BiH — ((HpoeKT BMAydMHi. 
Cboimm Cmaoaam». BhyaAbHy nporpaMy, My3MHHy, TeaipaAbHy 
i KiHo — c|DopAAyBaAM i KypyBOAM caAAi AAMmi, HedoMAyxi 
XyAOXHMKM, 51 Ki HOBiTb 30 BLACyTHOCTi C|DiHaHCyBaHH5l 3AAOTAM 
CClDOpMyBOTM KOHTeHT, 30BA?1KM 5IKOMy npOT5irOM TMXH5I TMC5IHi 
rA5IAOHiB AAOAM 3MOry dOHMTM 3pi3 CyHOCHOrO yKpaTHCbKOrO 
MMCTeUTBO. r OAOBHO iAC5l UbOropiHHOrO C^eciMBOAio, 

ccIdopmoboho Baoamcaoboaa Tpoi'ubKMAA, noA5iraAa y 
CTBopeHHi npociopy, ((toaokm», Ae KOxeH rA5iAOH i KOxeH 
XyAOXHMK MOB 3AAOry BiAHyTM OTMOCC|Depy HeCnOXMBOUbKy, 
TBopny, AicBy, OAbTepHOTMBHy ao daMAyxodi cynacHoro 
Kmcbo. 

www.GOGOLFEST.org.ua 


by Pavlo Makov, Tiberiy Silvashy, Alla Zagaikevych, Vladyslav 
Troitskyi, Boris Yukhanov, KLIM, Mykhailo Yaremchuk and Serhiy 
Loznitsa. More than 50,000 people attended the Festival 
events. 

The Festival 2009, 3-19 September, was special because it 
coincided with the 200-anniversary from M. Gogol’s birthday. 
The Festival gave birth to many cultural events connected with 
this date which then lasted the whole year: artistic workshops in 
autumn, performances in April 2009 in Gogoliv and Kyiv and the 
presentation of the Festival in St. Petersburg. Within the music 
programme there were concert-performance, a synthetic show 
Dreams of the Lost Road with the participation of the Ethno- 
Chaos Ensemble :DakhaBrakha, a concert from the organizers of 
Moloko Music Fest (appearances of Adam Green, Adanovsky, 
Tikkle Me and Serhiy Babkin), the electro-acoustic programme 
by Alla Zagaikevych, the appearance of the St.Petersburg 
ensemble NOM and the closing concert of the Festival with the 
participation of the ensemble ((Picasso’s Children)). The famous 
Russian artist, sculptor, and designer Katia Bochavar was the 
curator of the visual part of the Festival. The third GOGOLFEST was 
visited by over 150,000 guests and 800 artists from 25 countries of 
the world took part. 

The Fourth Festival was opened on Maidan Nezalezhnosti on 4 
September 2010 with a grandiose show of the Spanish theatre 
La Fura Dels Baus and DAKH Theatre . The main programme took 
place at the Dovzhenko Film Studios where the curator Katia 
Bochavar worked up a new concept of the visual programme 
connected with the archietectonics of the Film Studios space. 
The spectators sawinteresting performances of the Italian Theatre 
of the Athletic Dance Kataklo, the Russian music ensemble 
from Tyva, Huun HuurTu and the unforgettable appearance of 
Tricky. 

Fifth Festival took place in September, 2012 and was located on 
a non-working ((Experimental Mechanic Factory)) without state 
support and was called ((Vydubichi Project. By own resources.)) 
Visual, music, theatre and cinema programs were worked out 
and curated by artists themselves who even in conditions of 
financial lack could be able to form the content that made 
possible for thousands of spectators to see all the diversity of 
contemporary Ukrainian art during one week. Main idea of this 
year Festival formulated by Vladyslav Troitskyi was in working out 
of creative space of so called ((circle)) where each spectator 
and artist had a possibility to feel creative, active and alternative 
atmosphere in contrast to indifference in modern Kyiv. 

www.GOGOLFEST.org.ua 
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nOKAXHMK BMCTAB 

«AnpnHecKMe AnaAorn» 

3a TBopaMM A. HexoBa, O. BaMniAOBa 

Pexncep, cueHorpac|D - Boaoammmp OrAobAiH 

Aktopm: fOAiaHa AaroAeHKO, OAeKciM lAAfoneHKO, TeTflHa 

BackiAeHKO, Baoamcaob TpoTubKMM, ApieAA AAeKciH, HaiaAi?i 

CkiAb, OAeKcaHAp npMmena 

npeM’epa - 1996 piK 

«Po6epio 3yKKo» 

3a n’ecofo BepHapa-Mapi KoAbTeca 
PexMcep - Boaoammmp OrAobAiH 
CueHorpac|D - Irop AemeHKO 

Aktopm: Baoamcaob TpoTubKMM, TeT?iHa BacMAeHKO, ApieM 
AAeKciH, fOAiaHa AaroAeHKO, BiKTop OxoHbKO, OAeKcaHAp 
npMmena, reHHOAin noneHKO, Akdammao riAeieHeubKa, 
OAeKciM lAAfOHeHKO, llaBAO BeKeTOB, OAbra raBpMAKx, Tei?iHa 
HoaIa, HaTaAifl l~aeHKO, AHApiM AemeHKO, Pomoh SIkobagb, 
OAecsi IliAraeubKa, OAeKcaHApa MoLUKiHa, CepriM YcTeHKO, 
OAeKcaHApa MaAbueBa, HaiaAm AxyMeAsi, Akdammao 
KopHiMKO, HaiaAi?! OropoAHSi, Akdammao TyAynnyK, HaiaAi?i 
CMAb, cPeAip AOMHMUbKMM, OAeKCOHAP ChlirypOBCbKMM, GBreH 
MafopneHKO, OAeKciM KoMapoBCbKMM 
npeM’epa - 1997 piK 

((KOBapCTBO M AI 060 Bb» 

3a n’ecofo cppiApixa LLIiAAepa 
PexMcep - Boaoammmp OrAo6AiH 
CueHorpac|D - Irop AemeHKO 

Aktopm: OAeKcaHAp npMmena, OAeKciM lAAfOHeHKO, Baoamcaob 
T po'lUbKMM, TeTJIHa BaCMAeHKO, BiKTOp OxOHbKO, naBAO BeKeTOB, 
OAbra raBpMAfOK, OAeKCOHAP CHirypOBCbKMM, ApTeM AAeKciH, 
BioAena Cokoaoh, CepriM YcTeHKO, CBreH MafopHeHKO, Pomoh 
9Ikobagb 

npeM’epa - 1999 piK 

((IlleAbMeH KO-AeH LUM K» 

3a n’ecofo TpMropm Kb^km-Ochob’^hchko 
P exMcep - Boaoammmp OrAoSAiH 

CueHorpaclDifl, BMroTOBAeHH?i AeKopauiM - Irop AemeHKO 
Xopeorpac|Di?i - Aaao BoBKyH 

Aktopm: BiKTop OxoHbKO, OAeKciM lAAfoneHKO, fOAioHa 
AaroAeHKO, Ahho Ky3iHa, Baoamcaob TpoTubKMM, Akdammao 
nAeTeHeubKa, TeT?iHa Bocmachko, naBAO BeKeTOB, ApTeM 
AAeKciH, TeT?iHa Hoaga, OAer 3aMueB, HaTOAi?i nepHMLueHa, 
OAeKCOHAP CHirypOBCbKMM 
npeM’epa - 1999 piK 

«CBOM AlOAkl - COHTeMC5l» 

3a n’ecofo OAeKcaHApa OcTpoBCbKoro 
PexMcep - Boaoammmp OrAo6AiH 
BMTOTOBAeHH?! ACKOpOUiM - AHApiM BOBKyH 

Aktopm: Ahho Ky3iHa, OAeKcaHAp npMmena, Baoamcaob 
T poTubKMM, OAeKciM lAAfOHeHKO, OAeHO KyLUHMpbOBO, lOAiaHO 
AaroAeHKO, BiKTop OxoHbKO, TeT?iHa Bocmachko, HaTOAm 
nepHMUjeHa, Akdammao nAeTeHeubKa, ApTeM AAeKciH, MapKO 
T OAOHeBMH 

npeM’epa - nepBeHb 2002 poKy 

«Bacca XeAe3HOBa» 

3a n’eeofo Mokcmmo TopbKoro 

PexMcep, eueHorpac|D - Boaoammmp OrAoSAiH 

BMroTOBAeHm AeKopauiM - AHApiM BOBKyH 


LIST OF PERFORMANCES 

The Lyrical Dialogues 

Based on the texts by Anton Chekhov, Alexandr Vampilov 

Director, set designer - Volodyrmyr Ogloblin 

Actors: Yuliana Lahodenko, Oleksiy llliuchenko, Tetiana 

Vasylenko, Vladyslav Troitskyi, Artem Aleksin, Natalia Syd, 

Oleksandr Pryshchepa 

Premiere - 1996 

Roberto Zucco 

Based on a play by Bernard-Marie Koltes 
Director - Volodymyr Ogloblin 
Set designer - Igor Leshchenko 

Actors: Vladyslav Troitskyi, Tetiana Vasylenko, Artem Aleksin, 
Natalia Katerynenko, Viktor Okhonko, Oleksandr Pryshchepa, 
Gennadiy Popenko, Liudmyla Pletenetska, Oleksiy llliuchenko, 
Pavlo Beketov, Olga Havryliuk, Tetiana Nadil, Natalia Hayenko, 
Andrii Feshchenko, Roman Yakovlev, Olesia Pidhayetska, 
Oleksandra Moshkina, Serhiy Ustenko, Oleksandra Maltseva, 
Natalia Dzhumelia, Liudmyla Korniiko, Natalia Ohorodnia, 
Liudmyla Tulupchuk, Natalia Syd, Fedir Lomnytsky, Oleksandr 
Snihurovsky, Yevhen Mayurchenko, Oleksiy Komarovsky 
Premiere - 1997 

Insidiousness and Love 

Based on a play by F. Schiller 
Director - Volodymyr Ogloblin 
Set designer - Igor Leshchenko 

Actors: Oleksandr Pryshchepa, Oleksiy llluchenko Liudmyla 
Pletenetska, Vladyslav Troitskyi, Tetiana Vasylenko, Viktor 
Okhonko, Pavlo Beketov, Olga Havryliuk, Oleksandr Snihurovsky, 
Artem Aleksin,Violetta Sokolan, Serhiy Ustenko, Yevhen 
Mayurchenko, Roman Yakovlev 
Premiere - 1999 

Shelmenko the Batman 

Based on a play by Hryhoriy Kvitka-Osnovianenko 
Director - Volodymyr Ogloblin 

Set designer and scenery production - Igor Leshchenko 
Choreographer - Alla Bovkun 

Actors: Viktor Okhonko, Oleksiy llliuchenko, Yuliana Ladenko, 
Anna Kuzina, Vladyslav Troitskyi, Liudmyla Pletenetska, Tetiana 
Vasylenko, Pavlo Beketov, Artem Aleksin, Tetiana Nadel, Oleg 
Zaitsev, Natalia Perchishena, Oleksandr Snigurovsky 
Premiere - 1999 

It's a Family Affair - We'll Settle It Ourselves 

Based on a play by Alexandr Ostrovsky 
Director - Volodymyr Ogloblin 
Scenery production- Andriy Bovkun 

Actors: Anna Kuzina, Oleksandr Pryshchepa, Vladyslav Troitskyi, 
Oleksiy llliuchenko, Olena Kushnyriova, Yuliana Ladenko, Viktor 
Okhonko, Tetiana Vasylenko, Natalia Perchishena, Liudmyla 
Pletenetska, Artem Aleksin, Marko Galanevych 
Premiere - 2002 

Vassa Zheleznova 

Based on a play by Maxim Gorky 
Director, set designer - Volodymyr Ogloblin 
Scenery production - Andriy Bovkun 
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Aktopm: Akdammao riAeieHeubKa, Oaokcohap npMmena, Biicrop 
OxoHbKO, Ahho Ky3iHa, ApTeM AAeKciH, Baoamcaob TpoiUbKMM, 
naBAO BexeTOB, OAer3ai/iueB, Ahho Pm6ok, BiKTopifl AmBkiHeHKO- 
flciHOBCbKa, OAeHa KymHMpbOBO, TeTflHa BacMAeHKO, TeTflHa 
TepemeHKO, HaTOAta Komko, Hotoam nepHMmeHO, HaiaAKa 
ELao, PycAOHa Xa3inoBa, Irop IIoctoaob, naBAO HOpoB, Mapxo 
TaAOHeBMH, GBreH HKiMnyK, Boaoammmp MiHeHKO 
npeM’epa - 2000 piK 

«CBdAb6a KpeHMHCKoro» 

3a n’ecofo OAeKcaHApa CyxoBO-Ko6i/iAiHa 
PexMcep, cueHorpacb - Boaoamaamp OrAobAiH 
BMroTOBAeHH?i AeKopauiM - AHApiM BOBKyH 

Aktopm: Baoamcaob TpoiUbKMM, Ahho Ky3iHa, TeTflHa BacMAeHKO, 
OAeKcaHAp npMmena, OAeKciM Iaaiohchko, naBAO BexeTOB, 
BiKTop OxoHbKO, AHOTOAiM HepKOB, OAer 3okiueB, Irop IIoctoaob, 
AhotoaIm HepKOB 
npeM’epa - 11 AMnm 2004 poKy 

«...HeTBepTblM AMLUHMM...)) 

3a TBOpOMM B. neAGBiHO, AOCTOGBCbKOrO, CP. Himue, 

T. MoHA3aeMOHa 

PexMcep, iAeji, KOMno3Mi_ij?i TeKdy — Baoamcaob TpoiUbKMM 
CueHorpacpi?! - Irop AemeHKO 

Aktopm: OAeKciM lAAfoneHKO, BiKTop OxoHbKO, OAeKcaHAp 
npMmena, TeT?iHa BacMAeHKO 
npeM’epa - 1998 piK 

((AocToeBCKMM-HeciepTOH: napaAOKCbi npeciyriAeHkm mam 
OAMHOKM e BCOAHMKM AnOKOAMnCMCa)) 

3a n’ecofo KLIMa 

PexMcep - Baoamcaob TpoTubKMM 

CueHorpacpi?) - Irop AemeHKO 

KoMn’fOTepHMM mohtox 3ByKy - AHOCTacm LLIyAbra 

Aktopm: TeT?ma BacMAeHKO, OAeKcaHAp npMmena, OAeKciM 

lAAfoneHKO, BiKTop OxoHbKO, OAer BaMueB, AhotoaIm HepKOB, 

Am LLIeBHeHKO, OAeHa AcchIkobo, Ahho Pm6ok, OAeHa 

KyLUHMpbOBO 

npeM’epa - 2000 piK 

npoeKT «...ceMb AHeM c Mamotom...» mam HecymecTByiomMe 
rAOBbi poMaHa c t > . AodoeBCKoro {(Mamoto. AeHb nepBbiM. «Oho... 
Oh...51...mam nenaAbHbiM CneicraKAb» 

3a n’ecofo KLIMa 

PexMcep - Baoamcaob TpoiUbKMM 

CueHorpacpm - Irop AemeHKO 

BMroTOBAeHm AeKopauiM - Irop AemeHKO, AHApiM BoBKyH 
Aktopm: OAeHa AcchIkobo, OAer BaMueB, Ammtpo HpoujeHKO 
npeM’epa - 2001 piK 


npoeia «...ceMb AHePi c Mamotom...» mam HecymecTByiomMe 
rAOBbi POMOHO c t 5 . AOCTOeBCKOrO «klAMOT». AeHb BTOPOM. 
«ToAKOBOTeAb AnoKOAMncMca» 

3a n’ecoio KLIMa 

PexMcep - Baoamcaob TpoiUbKMM 

CueHorpacpm - Irop AemeHKO 

BMroTOBAeHm AeKopauiM - Irop AemeHKO, AHApiM BoBKyH 
Aktopm: OAeKciM Iaaiohchko, AhotoaJm HepKOB 
npeM’epa - 2002 piK 


Actors: Liudmyla Pletenetska, Oleksandr Pryshchepa, Viktor 
Okhonko, Anna Kuzina, Artem Aleksin, Vladyslav Troitskyi, 
Pavlo Beketov, Oleg Zaitsev, Anna Rybak, Viktoria Lytvynenko- 
Yasinovska, Olena Kushnyriova, Tetiana Vasylenko, Tetiana 
Tereshchenko, Natalia Kaika, Natalia Perchishena, Natalka 
Bida, Ruslana Khazipova, Igor Postolov, Pavlo Yurov, Marko 
Galanevych, Yevgen Yakimchuk, Volodymyr Minenko 
Premiere - 2000 

Krechinsky's Wedding 

Based on play by Alexandr Sukhovo-Kobylin 
Director, set designer - Volodymyr Ogloblin 
Scenery production - Andriy Bovkun 

Actors: Vladyslav Troitskyi, Anna Kuzina, Tetiana Vasylenko, 
Oleksandr Pryshchepa, Oleksiy llliuchenko, Pavlo Beketov, Viktor 
Okhonko, Anatoliy Cherkov, Oleg Zaitsev, Ihor Postolov 
Premiere - July, 11 2004 

The «...Fourth Man Out...» 

By works of V. Pelevin, F. Dostoyevsky, F. Nietzsche, 

Ch. Monzaemon 

Director, idea and text composition - Vladyslav Troitskyi 
Set designer - Igor Leshchenko 

Actors: Oleksiy llliuchenko, Viktor Okhonko, Oleksandr 
Pryshchepa, Tetiana Vasylenko 
Premiere - 1998 

Dostoyevsky-Chesterton: Crime Paradoxes or the Lonely Riders 
of the Apocalypse 

Based on a play by KLIM 

Director - Vladyslav Troitskyi 

Set designer - Igor Leshchenko 

Computer sound production - Anastasia Shulga 

Actors: Tetiana Vasylenko, Oleksandr Pryshchepa, Oleksiy 

llliuchenko, Viktor Okhonko, Oleg Zaitsev, Anatoliy Cherkov, 

Lia Shevchenko, Olena Lesnikova, Anna Rybak, Olena 

Kushnyriova 

Premiere - 2000 

Project «...Seven Days with the ldiot...», or the Inexistent Chapters 
from the Novel by Dostoyevsky Idiot. The First Day. lt...He...l..., or 
A Sad Performance 

Based on a play by KLIM 
Director - Vladyslav Troitskyi 
Set designer - Igor Leshchenko 

Scenery production - Igor Leshchenko, Andriy Bovkun 
Actors: Olena Lesnikova, Oleg Zaitsev, Dmytro Yaroshenko 
Premiere - 2001 

Project {{...Seven Days with the ldiot...», or the Inexistent 
Chapters from a Novel by Dostoyevsky Idiot. The Second Day. 
An Interpreter of the Apocalypse 

Based on a play by KLIM 
Director - Vladyslav Troitskyi 
Set designer - Igor Leshchenko 

Scenery production - Igor Leshchenko, Andriy Bovkun 
Actors: Oleksiy llliuchenko, Anatoliy Cherkov 
Premiere - 2002 
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npoeia «...ceMb AHePi c Mamotom...» mam HecymecTByiomMe 
rAQBbl POMOHO <P. AOCTOeBCKOrO «klAMOT». AeHb TpeTMM. «...SI... 
OHA... OHM... OH... mam naALUMM AHreA» 

3a n’ecofo KLIMa 

Pexkicep - BAOAMCAOB TpdfUbKMM 

CueHorpac|Di?i - Irop AemeHKO 

BnroTOBAeHH?i AeKopauiM - Irop AemeHKO, AHApin Bobkyh 
MOHOBMCTOBO. AKTOpKO - TeTflHO BaCMAeHKO 
npeM’epa - rpyAeHb 2003 poKy 

npoeia «...ceMb AHePi c Mamotom...» mam HecymecTByiomMe 
TAOBbl POMOHO <P. AOCTOeBCKOrO «MAMOT}>. AeHb MeTBepTblPi. 
«Bec-coH-HMLma» 

3a n’ecofo KLIMa 

Pexncep - Baoamcaob TpofubKMM 

CueHorpac|Di?i - Irop AemeHKO 

Bi/iroTOBAeHm AeKopauiM - Irop AemeHKO, AHApiM Bobkyh 
Aktopm: AhotoaIm HepKOB, TeiflHa Bocmachko 
npeM’epa - 2004 piK 

npoeia «...ceMb AHePi c Mamotom...» mam HecymecTByiomMe 
rAOBbi poMaHa <t>. AocToeBCKoro «Mamot». AeHb BocbMoPi. 
«MAMOT» 

3a n’ecofo KLIMa 

PexMcep, cueHorpac|D - Bacamcaob TpofubKMM 
MoHOBMdaBa. Aktop - Ammtpo FlpoLueHKO 
npeM’epa - 2006 piK 

«AeBOHKa CO CnMHKQMM» 

3a n’ecofo KLIMa 

PexMcep, cueHorpacfc - Baoamcaob TpofubKMM 
MoHOBMdaBa. AKTopKa - Oacho AcchIkobo 
npeM’epa - 2007 piK 

«TeaTp MeAeM» 

3a n’ecofo KLIMa 

PexMcep-nocTaHOBHMK - Baoamcaob Tpoi'ubKMM 
Aktopm: Aap’si BoHAapeBa, ZO 
npeM’epa - 21 AfOToro 2009 poKy 

«>KeHMTb6a» 

3a n’ecofo Mmkoam roroA?i 

PexMcep, cueHorpacfc - Baoamcaob TpofubKMM 

My3MHHMM CynpOBiA - COAOMifl MeAbHMK, POMOH 9\C iHOBCbKMM 

Aktopm: Bmluh?i, OAeKcaHApa OaImhmk, TeT?iHa Bocmachko, 

PycAOHa Xa3inoBa, ZO, OAeHa AcchIkobo, BiKTopia AMTBMHeHKO- 

^IciHOBCbKa, CoAOMia MeAbHMK, Ammtpo flpomeHKO, 

Boaoammmp MiHeHKO, Irop nocTOAOB, AhotoaIm HepKOB, BiKTop 

OxOHbKO, POMOH ^CiHOBCbKMM, AMMTpO KOCTfOMMHCbKMM, 

MapKO TOAOHeBMH, MOMOHT, ApceHTiM npMMOK, Hotoako BiAO, 

Ahho HiKiTiHa, AHOCTaci?i LLIeBHeHKO 

npeM’epa - 2006 piK 

«MaMxe BMCTQBa moM xe 3a nipoHAeAAO, a6o TaHeub CMepTi. 
PeoHiMaum» 

3a TBopaMM AyiAxi nipoHAeAAO 

PexMcep, cueHorpac|D - Baoamcaob TpofubKMM 

Aktopm: Bmhiha, BiKTopia AMTBMHeHKO-^lciHOBCbKa, CoAOMi?i 

MeAbHMK, PycAOHa Xa3inoBa, ZO, HaTOAi?i nepHMmeHa, 

Hotoako BiAO, Ahho HiKiTiHa, 3acAyxeHa optmctko YkpoThm Bipa 

KAMMKOBeubKa, Aap’fl BoHAapeBa, TeT?iHa raBpMAfOK, Mama 

Boakobo, AiAa neTpoBa, OAeHa AecHiKOBa, Ammtpo flpomeHKO, 


Project «...Seven Days with the ldiot...», or the Inexistent 
Chapters from a Novel by Dostoyevsky Idiot. The Third Day. ...I... 
she...they...he..., or the Fallen Angel 

Based on a play by KLIM 
Director - Vladyslav Troitskyi 
Set designer - Igor Leshchenko 

Scenery production - Igor Leshchenko, Andriy Bovkun 
One-man show. Actress: Tetiana Vasylenko 
Premiere - December 2003 

Project «...$even Days with the ldiot...», or the Inexistent Chapters 
from a Novel by Dostoyevsky Idiot. The Forth Day. Insomnia 

Based on a play by KLIM 
Director - Vladyslav Troitskyi 
Set designer - Igor Leshchenko 

Scenery production - Igor Leshchenko, Andriy Bovkun 
Actors: Anatoliy Cherkov, Tetiana Vasylenko 
Premiere - 2004 

Project «...Seven Days with the ldiot...», or the Inexistent Chapters 
from a Novel by Dostoyevsky Idiot. The Eighth Day. An IDIOT 

Based on a play by KLIM 
Director, set designer - Vladyslav Troitskyi 
One-man show. Actor: Dmytro Yaroshenko 
Premiere - 2006 

A Girl and Matches 

Based on a play by KLIM 
Director, set designer - Vladyslav Troitskyi 
One-man show. Actress - Olena Lesnikova 
Premiere - 2007 

Medea's Theatre 

Based on a play by KLIM 
Director - Vladyslav Troitskyi 
Actors: Daria Bondareva, ZO 
Premiere - February, 21 2009 

Marriage 

Based on a play by Mykola Gogol 
Director, set designer - Vladyslav Troitskyi 
Music accompaniment - Solomia Melnyk, Roman Yasinovskyi 
Actors: Vyshnia, Oleksandra Oliynyk, Tetiana Vasylenko, 
Ruslana Khazipova, ZO, Olena Lesnikova, Viktoria Lytvynenko- 
Yasinovska, Solomia Melnyk, Dmytro Yaroshenko, Volodymyr 
Minenko, Igor Postolov, Anatoliy Cherkov, Viktor Okhonko, 
Roman Yasinovskyi, Dmytro Kostiumynskyi, Marko Galanevych, 
Mamant, Arsentiy Prymak, Natalka Bida, Anna Nikitina, 
Anastasia Shevchenko 
Premiere - 2006 

Almost a Performance Almost by Pirandello, A Dance of Death. 
Reanimation 

By the works of Luigi Pirandello 

Director, set designer - Vladyslav Troitskyi 

Actors: Vyshnia, Viktoria Lytvynenko-Yasinovska, Solomia Melnyk, 

Ruslana Khazipova, ZO, Natalia Perchishena, Natalka Bida, 

Anna Nikitina, Merited Artist of Ukraine Vira Klymkovetska, Daria 
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BOAOAMMkip MiHeHKO, Irop riOCTOAOB, POAAOH FIciHOBCbKMM, 
AMMTPO KOCTfOMMHCbKMM, BOCMAb BiAOyC, OAeKCikl HyXHMM, 
Ahho Bpeyc, Mapia Boakobci, Ahho Xoxaobo, Ceprin AoBraAtOK, 
AHApikl AyLUHMM 
npeM’epa - 2004 piK. 

Bmctobo ABini BiAHOBAfOBaAacb: y KBiTHi 2007 poxy m y AfOTOMy 
2010 poxy. 

Y nepmoMy Bapicn-ui bmctobm tokox bpaAM ynacib aKTopn: 
AiaHa PyAnneHKO, CBiTAOHa CMipHOBa, FlHiHa Cokoaobo, 
OAeKcaHApa OaImhmk, BorAOH Pm6ohok, ApceHTin npnMOK 

«Becxpe6eTHOdb. Benep aaji AiOAePi c HapyLuem-iOM 
ocaHKOM»[BANDSCHEIBENVORFALL. Ein Abend fOr Leute mit 
Haltungsschaden) 

3a n’ecofo iHrpiA Aay3yHA 

nepeKAOA 3 HiMeubKOi ho pocikicbKy - AHacTacifl Pmlu- 
TMAAaLueBa 

Pexncep, cueHorpacp - Baoamcaob TpoTubKMM 
BiAeo/Be6-npoeKui?i - Irop IIoctoaob 

Aktopm: Ammtpo FlpoujeHKO, Boaoammmp MiHeHKO, Aaamtpo 
KOCT fOAAMHCbKMM, POMOH ^IciHOBCbKMM, HaTOAm flepHMLUeHa, 

Aap’ji BoHAapeBa, Bmluhji, BiKTopi?! AMTBMHeHKO-^lciHOBCbKa, 
Irop riocTOAOB, HaiaAKa BiAa, PycAOHa Xa3inoBa 
npeM’epa - 13 6epe3H?i 2008 poKy 

«HeAOBeK-noAyLUKa» (The Pillowman) 

3a n’ecofo MapiiHa MokAohoxo 

nepeKAOA 3 aHTAiMCbKoT ho pocikicbKy - naBAo PyAHCB 
PexMcep - Baoamcaob TpoTubKMM 

Aktopm: Ammtpo ^IpoLueHKO, Irop nocTOAOB, Boaoammmp 
M iHeHKO, Momoht, Mokcmm AeMCbKMM, Mmkoao BoHAapnyK 
npeM’epa - 22 AfOToro 2009 poKy 

«nckixo3 4:48» (4:48 Psychosis) 

3a n’ecofo CapM KeMH 

nepeKAOA 3 OHrAiMCbKoT ho pocikicbKy - TeT?iHM Ockoakoboi 
P exMcep, cueHorpacp - Baoamcaob TpoTubKMM 
Aktopm: Ahho HkiTiHa, Ammtpo KocTfOMMHCbKMM, Ammtpo 
flpOLLieHKO 

npeM’epa - cineHb 2008 poKy 

<(Ahho» 

3a n’ecofo IOpi?i KAaBAieBa 

PexMcep, cueHorpac|D - Baoamcaob TpoTubKMM 

Aktopm: BiKTopia AMTBMHeHKO-^lciHOBCbKa, ZO, Pomoh 

^IciHOBCbKMM, Irop nOCTOAOB, BOAOAMMMP MiHeHKO, MapKO 

raAOHeBMH, BiKTop OxoHbKO, Ammtpo ^IpoLueHKO, Ammtpo 

KOCTfOMMHCbKMM, IpMHO KOBOAeHKO, COAOMm MeAbHMK, 

PycAOHa Xa3inoBa, Momoht, BacMAb BiAoyc 

npeM’epa - rpyAeHb 2007 poKy 

«CeKcyaAbHbie HeBposw holiimx poAmeAeki»(Die sexuellen 
Neurosen unserer Eltem) 

3a n’ecofo AyKaca Bepc^yca nepeKAOA 3 HiMeubKOi' Ha 

pocikicbKy - Aaam PMbiKOBoT 

PexMcep, cueHorpac|D - Baoamcaob TpoTubKMM 

Aktopm: PycAOHa Xa3inoBa, Aap'ji BoHAapeBa, Ammtpo 

KocTfOMMHCbKMM, AMMTpO SlpOUJeHKO, HaTOAKO BiAO, POMOH 

SlciHOBCbKMM, Irop nocTOAOB 

npeM’epa - akdtmm 2008 poKy 


Bondareva, Tetiana Gavryliuk, Masha Volkova, Lida Petrova, 
Olena Lesnikova, Dmytro Yaroshenko, Volodymyr Minenko, Igor 
Postolov, Roman Yasinovskyi, Dmytro Kostiumynskyi, Vasyl Bilous, 
Oleksiy Nuzhnyi, Anna Breus, Anna Khokhlova, Serhiy Dovhaliuk, 
Andriy Dushny, Maria Volkova 
Premiere - 2004. 

The performance was renewed twice: in April 2007 and in 
February 2010. 

In the first variant of the performance also took part actors: 
Diana Rudychenko, Svitlana Smirnova, Yanina Sokolova, 
Oleksandra Oliynyk, Bohdan Rybachok, Arsentiy Prymak. 

Spinelessness. An Evening for People with Irregular 
Bearing (BANDSCHEIBENVORFALL. Ein Abend fur Leute mit 
Haltungsschaden) 

Based on a play by Ingrid Lausund 
Russian translation - Anastasia Rish-Timasheva 
Director, set designer - Vladyslav Troitskyi 
Video/web-projection - Ihor Postolov 

Actors: Dmytro Yaroshenko, Volodymyr Minenko, Dmytro 
Kostiumynskyi, Roman Yasinovskyi, Natalia Perchishena, Daria 
Bondareva, Vyshnia, Viktoria Lytvynenko-Yasinovska, Igor 
Postolov, Natalka Bida, Ruslana Khazipova 
Premiere - March 13, 2008 

The Pillowman 

Based on a play by Martin McDonagh 
Russian translation - Pavlo Rudnev 
Director - Vladyslav Troitskyi 

Actors: Dmytro Yaroshenko, Igor Postolov, Volodymyr Minenko, 
Mamant, Maksym Demskyi, Mykola Bondarchuk 
Premiere - February, 22 2009 

4:48 Psychosis 

Based on a play by Sarah Kane 

Russian translation - T. Oskolkova 

Director, set designer - Vladyslav Troitskyi 

Actors: Anna Nikitina, Dmytro Kostiumynskyi, Dmytro 

Yaroshenko 

Premiere - January 2008 

Anna 

Based on a play by Yuriy Klavdiev 

Director, set designer - Vladyslav Troitskyi 

Actors: Viktoria Lytvynenko-Yasinovska, ZO, Roman Yasinovskyi, 

Igor Postolov, Volodymyr Minenko, Marko Galanevych, Viktor 

Okhonko, Dmytro Yaroshenko, Dmytro Kostiumynskyi, Iryna 

Kovalenko, Solomia Melnyk, Ruslana Khazipova, Mamant, Vasyl 

Bilous 

Premiere - December 2007 

The Sexual Neurosiseses of Our Parents(Die sexuellen Neurosen 
unserer Eltem) 

Based on a play by Lucas Berfus 

Russian translation - Alla Rybikova 

Director, set designer - Vladyslav Troitskyi 

Actors: Ruslana Khazipova, Daria Bondareva, Dmytro 

Kostiumynskyi, Dmytro Yaroshenko, Natalka Bida, Roman 

Yasinovskyi, Ihor Postolov 

Premiere - December 2007 


367 


«EpkiAKMM» (Der HaBliche) 

3a n’ecofo Mapiyca c|doh MaeH6ypra 
B paMKax AaSopaiopif CynacHOi ApaMaiypnf (ACA) 
npoeKT reie-lHCTmyTy LUAT-3: 

CynacHa HiMeubKOMOBHa ApaMOTyprifl 

nepeKAOA 3 HiMeubKo'f ho yKpai'HCbKy - Hotoakm Ch^aohko 

Pexncep, cueHorpacb - Baoamcaob TpoiUbKnn 

Aktopm: Tei?iHa BaCMAeHKO, Boaoammmp MiHeHKO, Ammtpo 

flpOLUeHKO, POAAOH FldHOBCbKMM 

npeM’epa -8 rpyAHfl 2010 poxy 

«Protection» 

3a n’ecofo AHi TiAiHr 

B paMKax Aa6opaTopifCyHacHoT ApaMaiypnf (ACA) 
npoeKT reie-lHCTMTyiy LUAT-3: 

CynacHa HiMeubKOMOBHa ApaMaTyprisi 

nepeKAOA 3 HiMeubKo'f Ha yKpai'HCbKy - Xpmctmho Ha3apKeBMH 

PexMcep - BapBapa 

CueHorpac|D - AMmpo KocTfOMMHCbKMM 

My3MKa: Ahtoh BomSokob 

Bi3yaAbHe ocbopMAeHm: Tenpoint Vjs, OAeKcaHAp 

BOAOBOAOBCbKMM, ZO, Mapisi BOAKOBO, TeTflHO BaCMAeHKO 
Aktopm: CoAOMki MeAbHMK, Irop IIoctoaob, Ammtpo FlpoLueHKO, 
AHApiM naAOTHMM, Ahho HiKrriHa, Boaoammmp MiHeHKO 
npeM’epa - 25 rpyAHfl 2010 poKy 

((CeBepHoe cmim/ie)) 

3a n’ecofo Boaoammmpo CHirypHeHKa 
PexMcep, cueHorpacb - Boaoammmp CHirypneHKO 
Aktopm - Ammtpo flpoi_ueHKO, Bmluh?i, TeT?iHa raBpMAKDK 
npeM’epa - 9 ciHH?i 2012 poKy 


«BpeMeHM HeT. 3a cieKAO/w) 

3a n’ecofo Boaoammmpo CHirypHeHKa 

PexMcep, cueHorpac|D - Boaoammmp CHirypneHKO 

Aktopm - Ammtpo flpoi_ueHKO, PycAOHa Xa3inoBa, TeT?iHa 

raBpMAfOK, ZO, AHOCTaem KipeeBa 

Y BMCTOBi BMKopMCTOByfOTbc?i nicHi rypTy «Umtoto» 

BMCTOBy 6yAO 3irpaHO y ciHHi m AfOTOMy 2012 poKy 

(dlpoAor ao ((MaK6eia)) 

npoeKT «YKpaTHO MicTMHHa». nepLua hoctmho (aueKcnipiBCbKoro 
UMKAy». 

MicTepiaAbHe aImctbo 3a ynacTi eTHO-xaoc rypTy «AaxaBpaxa» 
(HiHa TapeHeubKa, OAeHa UM6yAbCbKa, IpMHa KoBOAeHKO, 
MapKO TOAOHeBMH) 

PexMcep, cueHorpac|D - Baoamcaob Tpoi'ubKMM 
KapTMHM i mockm - Irop AemeHKO 

Aktopm: Ammtpo 9poi_ueHKO, Hotoako BiAa, TeT?iHa BaCMAeHKO, 
AiaHa PyAMneHKO, HoTOAm nepHMLueHa, ZO, Ahho HiKiTiHa, 
PyCAOHO Xa3inOBO, BiKTOpia AMTBMHeHKO-flciHOBCbKO, COAOMm 
MeAbHMK, Bmluh?i, Irop nocTOAOB, Boaoammmp MiHeHKO, Pomoh 
9eiHOBCbKMM, Ammtpo KocTfOMMHCbKMM, BacMAb BiAoyc 
npeM’epa - TpaBeHb 2004poKy 

((PisapA III. npoAon) 

npoeKT«YKpaTHO MicTMHHa». Apyra hoctmho (aueKcnipiBCbKoro 
UMKAy». 

MicTepiaAbHe AiMCTBO 3a ynacTi eTHO-xaoc rypTy «AaxaBpaxa» 
(HiHa TapeHeubKa, OAeHa UM6yAbCbKO, IpMHa Koboachko, 
MapKO fOAOHeBMH) 


Nasty (Der HaBliche) 

Based on a play by Marius von Marienburg (Der HaBliche) 
Within the Laboratory of Modern Dramatic Art 
A project of the Goethe Institute STEP-3: 

The Modern German Dramatic Art 
Ukranian translation - Natalka Sniadanko 
Director, designer - Vladyslav Troitskyi 

Actors: Tetiana Vasylenko, Volodymyr Minenko, Dmytro 
Yaroshenko, Roman Yasinovskyi 
Premiere - December 8, 2010 

Protection 

Based on a play by Anja Hilling 

Within the Laboratory of Modern Dramatic Art 

A project of the Goethe Institute STEP-3: The Modern German 

Dramatic Art 

Ukrainian translation - Khrystyna Nazarkevych 
Director - Varvara 
Set designer - Dmytro Kostiumynskyi 
Music - Anton Baibakov 

Visual effects - Tenpoint Vjs, Oleksandr Volovodovskyi, ZO, 
Maria Volkova, Tetiana Vasylenko 

Actors: Solomia Melnyk, Ihor Postolov, Dmytro Yaroshenko, 
Andriy Palatnyi, Anna Nikitina, Volodymyr Minenko 
Premiere - December 25, 2010 

Northern Lights 

Based on a play by Volodymyr Snigurchenko 
Director, set designer - Volodymyr Snigurchenko 
Actors: Dmytro Yaroshenko, Vyshnia, Tetiana Gavryliuk 
Premiere - January 9, 2012 

There Is No Time. Beyond the Glass 

Based on a play by Volodymyr Snigurchenko 

Director, set designer - Volodymyr Snigurchenko 

Actors: Dmytro Yaroshenko, Ruslana Khazipova, Tetiana 

Havryliuk, ZO, Anastasia Kireyeva 

Songs by the Ensemble Tsytata 

The performance was staged in January and February 2012. 

Prologue to Macbeth 

Project The Mystic Ukraine. The first part of the Shakespearean 
Cycle. 

A mystery performance with a participation of fhe efhno-chaos 
band DakhaBrakha (Nina Garenetska, Olena Tsybulska, Iryna 
Kovalenko, Marko Halanevych) 

Director, set designer - Vladyslav Troitskyi 
Pictures and masks - Igor Leshchenko 

Actors: Dmytro Yaroshenko, Natalka Bida, Tetiana Vasylenko, 
Diana Rudychenko, Natalia Perchishena, ZO, Anna Nikitina, 
Ruslana Khazipova, Viktoria Lytvynenko-Yasinovska, Solomia 
Melnyk, Vyshnia, Ihor Postolov, Volodymyr Minenko, Roman 
Yasinovskyi, Dmytro Kostiumynskyi, Vasyl Bilous 
Premiere - May 2004 

Richard III. A Prologue 

Project The Mystic Ukraine. The second part of the 
Shakespearean Cycle. 

A mystery performance wifh a participation of fhe ethno-chaos 
band DakhaBrakha (Nina Garenetska, Olena Tsybulska, Iryna 
Kovalenko, Marko Halanevych) 
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PexMcep, cueHorpac|D - Baqamcaob TpofubKMM 
Mockm - HaiaArn MapMHeHKO 

Aktopm: Ammtpo FlpoLueHKO, BiKTopifl AMTBMHeHKO-FIciHOBCbKa, 
ZO, Bmluh5i, PycAOHa Xa3inoBa, CoAOMm MeAbHMK, Hotoako 
B iAa, Tei?iHa BacMAeHKO, Boaoammmp MiHeHKO, Irop IIoctoaob, 
POAAOH FldHOBCbKMM, AhHO HkmHa, AMMTpO KOCTfOMMHCbKMM, 
TeT51Ha raBpMAfOK 
npeM’epa - AMneHb 2005 poKy 

{(KopOAb Aip. ripOAOD) 

npoeKT ((YKpaiHa MicTMHHa». Tpeui hocimho «i_ueKcnipiBCbKoro 
UMKAy». 

MidepiaAbHe aImctbo 3a ynacii eTHO-xaoc rypiy «AaxaBpaxa» 
(HiHa TapeHeubKa, OAeHa Un6yAbCbKa, IpMHa Koboachko, 
Mapxo raAOHeBMH) 

PexMcep, cueHorpac|D - Baqamcaob TpofubKMM 
Mockm - HaTOAm MapMHeHKO, OAeKciM HyxHMM 
Aktopm: Ammtpo FlpoujeHKO, BiKTopifl AMTBMHeHKO-FIciHOBCbKa, 
PycAOHa Xa3inoBa, Coaomm MeAbHMK, Hotoako BiAa, TeT?iHa 
BacMAeHKO, ZO, Bmluhsi, Ahho HiKiTiHa, Aap’si BoHAapeBa, 
Boaoamaamp MiHeHKO, Irop IIoctoaob, Pomoh FIciHOBCbKMM, 
Ammtpo KOCTfOMMHCbKMM, BacMAb BiAoyc, Moaaoht, TeTflHa 
T OBpMAfOK 

npeM’epa - AMneHb 2006 poKy 

«KaM'5IHe KOAO» 

CniAbHMM npoeKT TeaTpy «AAX» i c|DOAbKAopHoro rypTy «ApeBO» 
PexMcep - Baoamcaob TpofubKMM 
CueHorpac|Dm, mockm, mokctm - Irop Aeu_i,eHKO 
Ai6peTO - OBreH Gc|DpeMOB 

BMroTOBAeHH?i AeKopauiM - Irop AemeHKO, AhapIm BoBKyH 
Aktopm: OBreH Oc|DpeMOB, r ohho OxpiMnyK, CepriM OxpiAAnyK, 
IpMHa KAMAAeHKO, OAeHa LLIeBHyK, TeT?iHa ConiAKa, Pomoh 
OH eHKO, fOpiM nacTyujeHKO, OAeHa KoncMKiHa, OAer ByT, 
Map’?iHa MapxeAb, Aopmho BoBKyH 
npeM’epa - ociHb 2002 poKy 

«...y noLuyKax BTpaneHoro Hacy...XMTra...» 

CniAbHMM npoeKT TeaTpy «AAX» i cfcoAbKAopHoro ohcom6ak) 
«BOXMHi» 

PexMcep, aBTop iAef, cueHorpac|D - Baoamcaob Tpo'fubKMM 
Aktopm (aHCOM6Ab«BoxMHi»): Iaaji epeTicoB, CycaHHa KapneHKO, 
BaAepiM TAaAyHeub, OAbra KapanaTO, Ahho ApxinnyK, Mapm 
cpipcoBa, IpMHa KopiHb, HaTOAi?i cpiAOTOBa, HaTOAi?! Cep6iHa 
npeM’epa - 25 xobth?! 2001 poKy 

«CMyTHOe Bp@M5l» 

3a n’ecofo KLIMa 

PexMcep, cueHorpacp - Baoamcaob TpofubKMM 
KapTMHM - Irop AemeHKO 

Aktopm: TeT?iHa BacMAeHKO, OAeHa AecHiKOBa, Baoamcaob 
T pofubKMM, BiKTOp OxOHbKO, AHOTOAiM HepKOB, OAeKCiM 
lAAfOHeHKO, OAer 3akmeB, raHHa KoponHineHKO, IpMHa KopiHb, 
OAbra KapanaTa, raHHa OxpiAAnyK, CepriM OxpiAAnyK 
npeM’epa - nepBeHb 2003 poKy 

«Teaip CMixy i rpixy. Aio 6 obhmm Bepien, a6o YKpaTHCbKMM 
AeicaMepoH» 

3a n’ecofo KLIMa 

PexMcep - Baoamcaob TpofubKMM 

yKpaiHa m. OAeca. OAecbKM m a koA eMin hmm yKpaiHCbKMM 
AAy3MHHO-ApOMOTMHHMM TeOTp iAAeHi B. BOCMAbKO 
CueHorpacpi?!, aaockm — HaTOAi?i MapMHeHKO, OAeKciM 
HyxHMM 


Director, set designer - Vladyslav Troitskyi 
Masks - Natalia Marynenko 

Actors: Dmytro Yaroshenko, Viktoria Lytvynenko-Yasinovska, 
ZO, Vyshnia, Ruslana Khazipova, Solomia Melnyk, Natalka Bida, 
Tetiana Vasylenko, Volodymyr Minenko, Ihor Postolov, Roman 
Yasinovskyi, Anna Nikitina, Dmytro Kostiumynskyi, Tetiana 
Havryliuk 

Premiere - July 2005 

King Lear. A Prologue 

Project The Mystic Ukraine. The third part of the Shakespearean 
Cycle. 

A mystery performance with a participation of the ethno-chaos 
band DakhaBrakha (Nina Garenetska, Olena Tsybulska, Iryna 
Kovalenko, Marko Halanevych) 

Director, set designer - Vladyslav Troitskyi 
Masks - Natalia Marynenko, Oleksiy Nuzhnyi 
Actors: Dmytro Yaroshenko, Viktoria Lytvynenko-Yasinovska, 
Ruslana Khazipova, Solomia Melnyk, Natalka Bida, Tetiana 
Vasylenko, ZO, Vyshnia, Anna Nikitina, Daria Bondareva, 
Volodymyr Minenko, Ihor Postolov, Roman Yasinovskyi, Dmytro 
Kostiumynskyi, Vasyl Bilous, Mamant, Tetiana Havryliuk 
Premiere - July 2006 

The Stone Sircle 

A joint project of DAKH Theatre and the Folklore Ensemble 
Drevo 

Director - Vladyslav Troitskyi 

Set designer, creation of masks and models - Igor Leshchenko 
Libretto - Yevgen Yefremov 

Scenery production - Igor Leshchenko, Andriy Bovkun 
Actors: Yevgen Yefremov, HAnna Okhrimchuk, Sergiy 
Okhrimchuk, Iryna Klymenko, Olena Shevchuk, Tetiana Sopilka, 
(Roman Yenenko), Yuriy Pastushenko, Olena Kopeikina, Oleg 
But, Mariana Markhel, Daryna Bovkun 
Premiere - Autumn 2002 

«... In Search for the Lost Time... Life...» 

A joint progect of the DAKH Theatre and Bozhychi folk band 
Director, author of the idea and set designer - Vladyslav 
Troitskyi 

Actors (Bozhychi): lllia Fetisov, SusAnna Karpenko, Valeriy 
Gladunets, Olga Karapata, Anna Arkhipchuk, Maria Firsova, 
Iryna Korin, Natalia Filatova, Natalia Serbina 
Premiere - October 25, 2001 

Time of Troubles 

Based on a play by KLIM 

Director, set designer - Vladyslav Troitskyi 

Pictures - Igor Leshchenko 

Actors: Tetiana Vasylenko, Olena Lesnikova, Vladyslav Troitskyi, 
Viktor Okhonko, Anatoliy Cherkov, Oleksiy llliuchenko, Oleg 
Zaitsev, HAnna Koropnichenko, Iryna Korin, Olga Karapata, 
HAnna Okhrimchuk, Sergiy Okhrimchuk 
Premiere - June 2003 

The Theatre of Laugh and Sin, Love Vertep, or the Ukrainian 
Decameron 

Based on a play by KLIM 

Director, set designer - Vladyslav Troitskyi 

Odessa (Ukraine), V.Vasilko Ukrainian Music and Drama 
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KOCTfOMM — BOAOAMMkip YMOHeHKO 
XopMencTep — raHHa OxpiMnyx 

Aktopm: OAeHa roAOBiHa, BUnecAOB Ka3MMipnaK,GBreH 
fOxHOBeub, BorAaH llapLuaKOB, 3acAyxeHa apTMCTKa YkpoThm 
A iaHa MaAa,Ceprii/i flpMM, naBAO LllMapbOB, IpMHa Becapa6, 
HiHeAb Hotoho, Aaao BpoACbxa, TeT?ma CaxoBCbKa, Akd6ob 
T ypiH, Tei?iHa TAymeHKO, 3acAyxeHa apTMCTKa YkpoThm Foamho 
K o63apb-CAo6oAK)K, TaHHa Ocoaho, 3acAyxeHMM optmct 
YK paTHM Irop repameHKO, OAexcaHAp Ctohkobmh, OAexcaHAp 
CaMyceHKO, OAexcaHAp Ba6ii/i, TeT?iHa MeABCACBa, TeuiHa 
Mmpohobo, Akdammao BacMAbCBa, 3acAyxeHa apTMCTKa 
YKpaTHM CBiTAaHa ryxBa, 3acAyxeHa apTMCTKa YKpaTHM Mapifl 
IlMBOBapoBa, MaprapMTa npecin, 3acAyxeHa apTMCTKa YkpoThm 
I pMHa Hepxacbxa, rieipo 3iHneHKO, Mmxomao Kpyi_ueAbHMUbKMM, 
BiTOAiM OHHyAeHKO, OAer PycoA 
npeM’epa — nepBeHb 2005 poxy 

«Tecnp CMixy i rpixy. Aio6obhmm Bepien, a6o YicpaTHCbKMM 
AeKaMepoH» 

3a n’ecofo KLIMa 

PexMcep, cueHorpacp - Baoamcaob TpoiUbKMM 
XopAAeMdep - TaHHa OxpiMnyx 

Aktopm: Mapxo TaAOHeBMH, TeT?iHa BacMAeHKO, Bmluhsi, 
BiKTopm AMTBMHeHKO-^ciHOBCbxa, PycAOHa Xa3inoBa, CoAOMisi 
MeAbHMK, HaiaAi?! nepHMLueHa, OAexcaHApa OaImhmk, AapU 
BoHAapeBa, HaiaAKa BiAa, ZO, Irop TIoctoaob, Ammtpo 
flpOLLieHKO, BOAOAMAAMp MiHeHKO, POAAOH FldHOBCbKMM, AMMTpO 
KOCTIOAAMHCbKMM, BaCMAb BiAOyC, MOKCMM ASAACbKMM, MOAAOHT, 
TeT?iHa TaBpMAfOK 
npeM’epa - 2006 pix 

«EAin. Coc|30ka» 

3a n’ecofo CocpoxAa b nepexAOAi Iboho cppaHxa 
PexMcep - Baoamcaob TpoiUbKMM 

CueHorpacpm - Baoamcaob TpoiUbKMM, Ammtpo 

KOCTIOAAMHCbKMM 

BMroTOBAeHH?i AexopauiM - Ammtpo KOCTIOMMHCbKMM 
Aktopm: HiHa TapeHeubKa, IpMHa Koboachko, OAeHa 
UMSyAbCbxa, Mapxo TaAOHeBMH, Ammtpo flpoi_ueHKO, Ammtpo 

KOCTIOMMHCbKMM, MOMOHT, Irop nOCTOAOB, BOAOAMMMp 
MiHeHKO, Pomoh 9\c iHOBCbKMM, BacMAb BiAoyc, Mmkoao Bepe3a, 
ZO, AapU BoHAapeBa, Bmluhsi, BiKTopm AMTBMHeHKO-?lciHOBCbKa, 
CoAOMi?) MeAbHMK, PycAOHa Xa3inoBa, Hotoako BiAa 
BMCTOBy 6yAO 3irpaHO ho cpecTMBOAi «LUeLuopM noAiAbCbxi» y 
AMnHi 2008 poxy. 

«EAin. CocJdoka. Eni30A I. npomaHH* 3 iAK)3ieio» 

3a n’ccoio CocpoxAa b nepexAOAi Iboho cppaHxa 
PexMcep, cueHorpacp - Baoamcaob TpoiUbKMM 
Aktopm: HiHa TapeHeubKa, IpMHa Koboachko, OAeHa 
UMSyAbCbxa, Mapxo TaAOHeBMH, Ammtpo flpoi_ueHKO, Ammtpo 
KOCTIOMMHC bKMM, MOMOHT, Irop nOCTOAOB, BOAOAMMMpMiHeHKO, 
Pomoh FIciHOBCbKMM, BacMAb BiAoyc, TeTAHa BacMAeHKO, ZO, 
AapU BoHAapeBa, Bmluhji, BiKTopia AMTBMHeHKO-?lciHOBCbKa, 
CoAOMm MeAbHMK, PycAOHa Xa3inoBa, Hotoako BiAa, HaTOAi?i 
nepHMLueHa 

BMCTOBy 6yAO 3irpaHO 24 i 25 rpyAHfl 2008 poxy ho TepMTopil 
MMCTeubxoT raAepef «AaBpa» 

«EAin. Coc|doka» 

3a n’ccoio CocpoxAa b nepexAOAi Iboho cppaHxa 
PexMcep, cueHorpacp - Baoamcaob TpoiUbKMM 
Aktopm: Ammtpo flpoi_ueHKO, TeT?iHa BacMAeHKO, Ammtpo 
KOCTIOMMHC bKMM, Irop nOCTOAOB, POMOH FIciHOBCbKMM, 
BOAOAMMMp MiHeHKO, MOMOHT, COAOMifl MeAbHMK, PyCAOHO 


Theatre 

Set designer, creation of masks - Natalia Marynenko, Oleksiy 
Nuzhnyi 

Costume designer - Volodymyr Umanenko 
Choirmaster - HAnna Okhrimchuk 

Actors: Olena Holovina, Viacheslav Kazymirchak, Yevhen 
Yukhnovets, Bohdan Parshakov, Merited Artist of Ukraine 
Diana Mala, Serhiy Yary, Pavlo Shmariov, Iryna Besarab, Ninel 
Natocha, Alla Brodska, Tetiana Sakovska, Liubov Hurin, Tetiana 
Hlushchenko, Merited Artist of Ukraine Halyna Kobzar-Slobodiuk, 
HAnna Osadcha, Merited Artist of Ukraine Ihor Herashchenko, 
Liudmyla Vasylyeva, Merited Artist of Ukraine Svitlana Huzhva, 
Merited Artist of Ukraine Maria Pyvovarova, Marhatyta Prisitch, 
Merited Artist of Ukraine Iryna Cherkaska, Petro Zinchenko, 
Mykhailo Krushalnytsky, Vitaliy Onchulenko, Oleh Rusol 
Premiere - June, 2005 

The Theatre of Laugher and Sin. A Love Play, or the Ukrainian 
Decameron 

Based on a play by KLIM 

Director, set designer - Vladyslav Troitskyi 

Choirmaster - Hanna Okhrimchuk 

Actors: Marko Halanevych, Tetiana Vasylenko, Vyshnia, Viktoria 
Lytvynenko-Yasinovska, Ruslana Khazipova, Solomia Melnyk, 
Natalia Perchishena, Oleksandra Oliynyk, Daria Bondareva, 
Natalka Bida, ZO, Ihor Postolov, Dmytro Yaroshenko, Volodymyr 
Minenko, Roman Yasinovskyi, Dmytro Kostiumynskyi, Vasyl Bilous, 
Maksym Demskyi, Mamant, Tetiana Havryliuk 
Premiere - 2006 


Oedipus. Sophocles. 

Based on a play by Sophocles translated by Ivan Franko 
Director - Vladyslav Troitskyi 

Set designers - Vladyslav Troitskyi, Dmytro Kostiumynskyi 
Scenery production - Dmytro Kostiumynskyi 
Actors: Nina Garenetska, Iryna Kovalenko, Olena Tsybulska, 
Marko Halanevych, Dmytro Yaroshenko, Dmytro Kostiumynskyi, 
Mamant, Ihor Postolov, Volodymyr Minenko, Roman Yasinovskyi, 
Vasyl Bilous, Mykola Bereza, ZO, Daria Bondareva, Vyshnia, 
Viktoria Lytvynenko-Yasinovska, Solomia Melnyk, Ruslana 
Khazipova, Natalka Bida 

The performance was staged in the Festival Sheshory Podilski in 
July 2008. 

Oedipus. Sophocles. Episode I. The Farewell with Illusion 

Based on a play by Sophocles translated by Ivan Franko 
Director, set designer - Vladyslav Troitskyi 
Actors: Nina Garenetska, Iryna Kovalenko, Olena Tsybulska, 
Marko Halanevych, Dmytro Yaroshenko, Dmytro Kostiumynskyi, 
Mamant, Ihor Postolov, Volodymyr Minenko, Roman Yasinovskyi, 
Vasyl Bilous, Tetiana Vasylenko, ZO, Daria Bondareva, Vyshnia, 
Viktoria Lytvynenko-Yasinovska, Solomia Melnyk, Ruslana 
Khazipova, Natalka Bida, Natalia Perchishena 
The performance was staged on the territory of the Art Gallery 
Lavra on July 24th and 25th 2008. 

Oedipus. Sophocles. 

Based on a play by Sophocles translated by Ivan Franko 
Director, set designer - Vladyslav Troitskyi 
Actors: Dmytro Yaroshenko, Tetiana Vasylenko, Dmytro 
Kostiumynskyi, Ihor Postolov, Roman Yasinovskyi, Volodymyr 
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Xa3inoBa, Bmluhsi, ZO, AHApin naAaTHnn, Aap’si BoHAapeBa, 
BacMAb BiAoyc 

Bmctoby 6yAO 3irpaHO ho c|DecTMBaAi rorOAbFEST y BepecHi 
2009 poKy ho TepHTopf KyAbTypHO-My3enHoro KOMnAeKcy 
((MMCTeUbKMM ApceHOA» 

«EAin. Co6ana 6yAKa» 

3a n’ecofo CocfcoKAa «Uap EAin» y nepeKAaAi iBaHa cppaHKa Ta 
n’ecofo KLIMa «Co6ana ByAKa. AHTMyTonisi 3 xmtta MOBHa3HOi 

6iAbl_UOCTi» 

lAesi, KOMno3Mui?i TeKCTy, pexMcypa - BAaAMCAaB TpoTubKMM 
My3MKa - Baoamcaob TpoTubKMM, CoAOMm MeAbHMK, PoMaH 
FldHOBCbKMM 

CueHorpac|Di?i - Baoamcaob TpoTubKMM, Ammtpo 

KOCTfOAAMHCbKMM 

Aktopm: Ammtpo FlpoLueHKO, Ammtpo KocTfOMMHCbKMM, TeT?iHa 
BaCMAeHKO, BOAOAMMMp MiHeHKO, POMaH FldHOBCbKMM, ZO, 
Ahho HiKiTiHa, Irop IIoctoaob, Hotoako Blao, Boaoamaamp 
MiHeHKO, BacMAb BiAoyc, Bmluhji, Coaomm MeAbHMK, PycAOHa 
Xa3inoBa, TeT?iHa T obpmakdk, BiKTopm AMTBMHeHKO-FIciHOBCbKa, 
3acAyxeHa optmctko Ykpoihm Bipa KAMMKOBeubKa, AHOCTacm 
LLIeBHeHKO 

npeM’epa- 6 Bepecm 2010 poKy 

((CMepTb rorOA51» 

TeaTpaAbHMM npoeKT b paMKax c|DecTMBaAK) rorOAbFEST 

PexMcep, cueHorpac|D - Baoamcaob TpoTubKMM 

TeKCTM - Mmkoao ToroAb 

ApaMOTyprifl - KLIM 

XopMeMCTep - TaHHa OxpiMnyK 

Mockm - HaTOAm MapMHeHKO 

BMroTOBAeHm AeKopauiM - OAeKciM AeoHOB, OAeKciM HyxHMM, 
OKTopM «AAXy» 

CKpMnKO - CepriM OxpiMHyK 

Aktopm: TeTflHa BaCMAeHKO, Bmluh5i, HiHa TapeHeubKa, IpMHa 
KoBOAeHKO, OAeHa U,M6yAbCbKa, MapKO TOAOHeBMH, Ammtpo 
K ocTfOMMHCbKMM, BiKTOpi?! AMTBMHeHKO-FIciHOBCbKO, COAOMifl 
MeAbHMK, Boaoamaamp MiHeHKO, Momoht, Irop nocTOAOB, 
PycAOHa Xa3inoBa, AhotoaIm HepKOB, Ammtpo FlpoujeHKO, 
Pomoh FIciHOBCbKMM, Aap’?i BoHAapeBa, BacMAb BiAoyc, 
Hotoako Blao, ZO 

Bmctobo BiA6yAac?i 8, 11, 12 Bepecm 2007 poKy, y AMnHi 2009 
poKy ho TeaTpaAbHOMy c|DecTMBOAi y m. LUeuiHb (noAbma) to 
17 BepecHi 2009 poKy ho TepMTopn KyAbTypHO-My3eMHoro 
KOMIIAeKCy ((MMCTeUbKMM ApceHOA» y POMKOX ClDeCTMBOAfO 

rorOAbFEST 

«BiM. KopoAb 3eAAAi» [Vm - le roi terre) 

3a noBicTfo Mmkoam ToroA?! 

KoHuenum, pexMcypa - Baoamcaob TpoTubKMM 
TeKCT, ApaMOTypri?! - KLIM 
nepeKAOA- IOaH BaTiHOBa, PeHe 3oha 

CueHorpac|Dm: Baoamcaob TpoTubKMM, Ammtpo 

KocTfOMMHCbKMM 

BMTOTOBAeHHfl AeKOpOUiM - OTeAbC TeOTpy BiAi-A030HH0 

(LLlBeMuapm) (Vidy-Lausanne) 

My3MKa - Baoamcaob TpoTubKMM, rypT «AaxaBpaxa», oktopm 
«AAXy» 

CBiTAO - 3Be3AOH MiAbKOBN 
MaCKM - BaAeHTMHO BOMTfOK 

CTBOpeHH?! BiAeO - MaKCMAA nodepeXCbKMM, OAeKciM TMLUeHKO, 
BiA TipioH 

nepeKAaAOHi: Mokcmm lAA5n_ueHKO, Pomoh BoBi, HaTOAm 
Boaoujobo, OAeHa Cy\9\ 


Minenko, Mamant, Solomia Melnyk, Ruslana Khazipova, 
Vyshnia, Viktoria Lytvynenko-Yasinovska, ZO 
The performance was staged within the Festival GOGOLFEST 
on the territory of the National Cultural-Art Complex Mystetskyi 
Arsenal in September 2009. 

Oedipus. A Dog Kennel 

Based on a play by Sophocles translated by Ivan Franko, and 
the play A Dog Kennel. An Anti-Utopia from the Life of the Silent 
Majority by KLIM 

Idea, text composition - Vladyslav Troitskyi 
Director - Vladyslav Troitskyi 

Music - Vladyslav Troitskyi, Solomia Melnyk, Roman Yasinovskyi 
Set designers - Vladyslav Troitskyi, Dmytro Kostiumynskyi 
Actors: Dmytro Yaroshenko, Dmytro Kostiumynskyi, Tetiana 
Vasylenko, Volodymyr Minenko, Roman Yasinovskyi, ZO, Anna 
Nikitina, Ihor Postolov, Natalka Bida, Volodymyr Minenko, Vasyl 
Bilous, Vyshnia, Solomia Melnyk, Ruslana Khazipova, Tetiana 
Gavryliuk, Viktoria Lytvynenko-Yasinovska, Merited Artist of 
Ukraine Vira Klymkovetska, Anastasia Shevchenko 
Premiere - September 6, 2010 

Gogol's Death 

A theatre project within GOGOLFEST 
Director, set designer - Vladyslav Troitskyi 
Texts - Mykola Gogol 
Dramatist - KLIM 

Coirmaster- HAnna Okhrimchuk 
Masks - Natalia Marynenko 

Scenery production - Oleksiy Leonov, Oleksiy Nuzhnyi (the 
DAKH’s actors) 

Violin - Sergiy Okhrimchuk 

Actors: Tetiana Vasylenko, Vyshnia, Nina Garenetska, Iryna 
Kovalenko, Olena Tsybulska, Marko Halanevych, Dmytro 
Kostiumynskyi, Viktoria Lytvynenko-Yasinovska, Solomia Melnyk, 
Volodymyr Minenko, Mamant, Ihor Postolov, Ruslana Khazipova, 
Anatoliy Cherkov, Dmytro Yaroshenko, Roman Yasinovskyi, 
Daria Bondareva, Vasyl Bilous, Natalka Bida, ZO 
The performance was staged on September 8, 11, and 12, 2007, 
in July 2009 within the Theatre Festival in Szczecin (Poland), 
and in September 2009 on the territory of the National Cultural- 
Art Complex Mystetskyi Arsenal within the framework of the 
GOGOLFEST. 

Viy. King of Ground (Vm - le roi terre) 

Based on a novelette by Mykola Gogol 
Conception, Director - Vladyslav Troitskyi 
Dramatist - KLIM 

Translation - Yulia Batinova, Rene Zahnd 
Set designers - Vladyslav Troitskyi, Dmytro Kostiumynskyi 
Scenery production - Atelier of Vidy-Lausanne Theater 
(Switzerland) 

Music - Vladyslav Troitskyi, DakhaBrakha band, actors of DAKH 
Theater 

Stage lighting - Zvezdan Miljkovic 
Creation of masks - Valentyna Voitiuk 

Video - Maksym Poberezhskyi, Oleksiy Tyshchenko, Wil Thirion 
Actors: BartekSozanski, Pierre-AntoineDubey, Tetiana Vasylenko, 
ZO, Anatoliy Cherkov, Dmytro Kostiumynskyi, Nina Garenetska, 
Olena Tsybulska, Iryna Kovalenko, Marko Halanevych, Solomia 
Melnyk, Vyshnia, Ruslana Khazipova, Tetiana Havryliuk, 
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Aktopm: BapieK Co3aHCKi, n’ep-AHTyaH Atobe, TeT?ma 
BOCMAeHKO, ZO, AHOTOAiM HepKOB, AMMTpO KOCTfOMMHCbKMM, 
HiHa TapeHeubKa, OAeHa LfMbyAbCbKa, IpMHa Koboaghko, 
MapKO T aAOHeBMH, CoAOMki MeAbHMK, Bmluha, PycAOHa 
Xa3inoBa, TeT?iHa raBpMAfOK, Boaoammmp MiHeHKO, Poaaoh 
H dHOBCbKMM, HaTOAKO BiAO, AMMTpO HpOLUeHKO 
npeM’epa: 29 tpobha 2012 poKy b Teaipi BiAi-Ao3aHHa 
(LLlBekiuapi?!) 

((LUkoao HeieaipaAbHoro MnciemBa» 

Pexkicep - BAOAMCAOB TpoTubKMM 
y BMCTOBi 3ByHOTb tokctm: B. LUeKcnipa, E. MoHecKO, 

Ax. CipeAepa, A. ApTO, KLIMa, B. HOxaHOHOBa, A. Xoaaoko, M. 
HeXOBCI, H. ByKOBCbKM, TeKCTM 3 Bi6AM 

My3MKa: Baoamcaob TpoTubKMM, rypT «Aaxa6paxa», oktopm 
«AAXy» 

BkirOTOBAeHH?! AflAbOK - ZO 

Aktopm: HiHa TapeHeubKa, OAeHa LfMbyAbCbKa, IpMHa 
KoBaAeHKO, Mapxo raAOHeBMH, Ammtpo HpoLueHKO, PycAaHa 
Xa3inoBa, BiKTopifl AMTBMHeHKO-FIciHOBCbKa, ZO, Anna HixiTiHa, 
HaiaAKa BiAa, TeuiHa raBpMAfOK, OBreH BaAb, CoAOMi?i MeAbHMK, 
BmLUH? 1 , AHaTOAiM HepKOB, AAAMTpO KOCTfOAAMHCbKMM, OAer 
3aMueB, AHApin naAOTHMM, Aap’^i BoHAapeBa, Ai3a MeHbe, 
Ammtpo MaAiHOHKa 

npeM’epa - 22 BepecHfl 2012 poKy Ha c|DecTMBaAi rorOAbFEST 
2012 «BMAy6MHi. Cbo'imm cmaomm)) 

((DREAMS OF THE LOST ROAD» 

CMHTeTMHHe Luoy, KOHuepT-nepc|DopMaHC, vj, Aa3epHa 
aHiAAaui?i 

PeXMCep- BAOAMCAaB TpoTubKMM 
CueHorpac|Di?i - Baoamcaob TpoTubKMM 

3a ynacTi eTHO-xaoc rypTy «AaxaBpaxa» (HiHa TapeHeubKa, 
OAeHa U,M6yAbCbKa, IpMHa KoBaAeHKO, Mapxo TaAaHeBMH) 
BiAeo - Tenpoints Vjs 

Aktopm: Bmujhji, TeT?iHa raBpMAfOK, Ammtpo KocTOMMHCbKMM, 
CoAOMia MeAbHMK, Boaoamaamp MiHeHKO, Ahho HiKmHa, 
AHApiM naAOTHMM, Irop nOCTOAOB, PyCAOHO Xa3inoBa, Pomoh 
FI ciHOBCbKMM, Ammtpo HpoujeHKO, Aap’ji BoHAapeBa, BacMAb 
BiAoyc, Hotoako BiAa, BiKTopm AMTBMHeHKO-HciHOBCbKa, ZO, 
Momoht, OAeKciM HyxHMM, 3acAyxeHa optmctko YkpoThm Bipa 
KAMAAKOBeUbKO, MaUJO BOAKOBO, HOTOAm nepHMUJeHO 
npeM’epa -11 KBm-m 2009 poKy 

((HoHrop to TiOHAe» 

(Csongor es Tunde) 

3a n’ecofo Mixa?i BepeLUMapTi 
PexMcep- Baoamcaob TpoTubKMM 
CueHorpac|D-3oATaH nepoBMH 
Koctkdmm - Po3a BaHKi 

AcMCTeHT pexMcepa, nepeKAOAan - Ahapouj Ko3mo 
Aktopm: AeHeuj Capa3, Koto Ckdh, Iaaclu fOxac, BiB’eH Boahop, 
HoeMi 3aBOACbKi, Ca6iHa naAAa, AHApea ApaxoTa, Hholu 
Boto, AbfOAa Ca6o, cpepeHu Ko3api, ApnaA ByAaxa3i, LLIaHAop 
X. ryauj, Tomouj MaAap 

YropmMHa, m. CeKeujc|DaxepBap. TeaTp iAAeHi M. BepeLUAAapTi 
npeM’epa - 2005 piK 


((raAAAeT. CMepTb-COH» 

PexMcep, eueHorpac|D - Baoamcaob TpoTubKMM 
AcMCTeHT pexMcepa, nepeKAOAan - Ahapouj Ko3mo 
Aktopm: iMpe Co6ob, AttIao cpepeHui, Ilutboh LLIeBTep, 
AHApea Kanyp, BiKTop Ibolukobmh, MeAiHAa Opoc, klocMn Pau, 


Volodymyr Minenko, Roman Yasinovskyi, Natalka Bida, Dmytro 
Yaroshenko 

Premiere - May 29, 2012, the Vidy-Lausanne Theatre 
(Switzerland) 

School of Non-theatrical Art 

Director - Vladyslav Troitskyi 

Text - W. Shakespeare, E. lonesko, J. Streller, A. Arto, KLIM, 

B. Yukhananov, A. Zholdak, M. Chekhov, C. Bukowski, Bible 
texts. 

Music: V. Troitskyi, DakhaBrakha, actors of DAKH Theatre 
Puppets: ZO 

Actors: Nina Garenetska, Olena Tsybulska, Iryna Kovalenko, 
Marko Halanevych, Dmytro Yaroshenko, Ruslana Khazipova, 
Victoria Lytvynenko-Yasinovska, ZO, Anna Nikitina, Natalka 
Bida, Tetiana Havryliuk, Yevhen Bal, Solomia Melnyk, Vyshnia, 
Anatoliy Cherkov, Dmytro Kostiumynskyi, Oleh Zaitsev, Andriy 
Palatnyi, Daria Bondareva, Lise Meunier, Dmytro Malinochka. 
Premiere - September 22, 2012, GOGOLFEST. 

DREAMS OF THE LOST ROAD 

Synthetic show, concert-performance, VJ, laser animation 
Director - Vladyslav Troitskyi 
Set designer - Vladyslav Troitskyi 

With a participation of the ethno-chaos band DakhaBrakha 
(Nina Garenetska, Olena Tsybulska, Iryna Kovalenko, Marko 
Halanevych) 

Video - Tenpoints VJs 

Actors: Vyshnia, Tetiana Gavryliuk, Dmytro Kostiumynskyi, 
Solomia Melnyk, Volodymyr Minenko, Anna Nikitina, Andriy 
Palatnyi, Igor Postolov, Ruslana Khazipova, Roman Yasinovskyi, 
Dmytro Yaroshenko, Daria Bondareva, Vasyl Bilous, Natalka 
Bida, Viktoria Lytvynenko-Yasinovska, ZO, Mamant, Oleksiy 
Nuzhnyi, Merited Artist of Ukraine Vira Klymkovetska, Nafalia 
Perchishena, Maria Volkova 
Premiere - April 11,2009 

Csongor es TOnde 

Based on a play by Vorbsmarty Mihaly 
Director - Vladyslav Troitskyi 
Set designer - Perovics Zoltan 
Costume designer - Banki Roza 

Second assistant director, interpreter- Andras Kozma 
Actors: Denes Szaraz, Kata Szucs, llles Juhasz, Vivien Bodnar, 
Noemi Zavodszky, Szabina Palla, Andrea Drahota, Janos Bata, 
Szabo Gyula, Kozary Ferenc, Budahazy Arpad, Sandor H. 
Gulyas, MadarTamas. 

Hungary, Szekesfehervar. Vorbsmarty Szinhaz 
Premiere - November, 2005 

Hamlet. Death-Dream 

Director, set designer - Vladyslav Troitskyi 
Second assistant director, interpreter- Andras Kozma 
Actors(the Berehovo National Gyula lllyes Hungarian Theatre) 
: Imre Sabov, Attila Ferenczi, Istvan Sevter, Andreia Kachur, 
Viktor Ivashkovych, Melinda Orocz, Josef Raz, Ferenz Katkov, 
Andras Kachur, Natalia Gal, lldiko Beyres, Magdalena Vas, 
Ibolya Orocz 

Beregovo (Ukraine). Gyula lllyes National Hungarian Theatre in 
Beregovo. 

Premiere - September 2006, Jambek (Hungary) 
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cpepeHu, Kotkob, Ahapolu Kanyp, HaiaAi?i Tcia, lAbAiKO Benpem, 
MarAOAMHa Bam, I6oasi Opoc 

YKpaTHa m. BeperoBO. BeperoBCbKnn yropcbKnn HauioHaAbHnn 
Teaip iM. A. Imcluo 

npeM’epa - BepeceHb 2006 poKy b m. AxaMbeK, YropmMHa 

«ToroAb. P.S.» (GOGOL.UT 6 IRAT) 

3a TeKCTOMM Mmkoam roroA?i 

PexMcep, cueHorpac|o - Baoamcaob TpofubKMM 

Koctkdaam - Po3a BaHKi 

AckicTeHT pexMcepa, nepeKAOAOH - Ahapolu Ko3mo 
Aktopm: AbOHABep Bomap, rabpieAAa KeHep, BepHOAeu 
LLIapa, Hopa TpoKaH, Kaua Kepiec, Te3a c Pa3eKai_u, Ahapolu 
nopTMK Abopc|Di, BaAaxHeAAi, rieiep BaHep 
YropmMHa. m. KenKeMeT. Teaip iM. M. Kotoho 
npeM’epa — 24 xobtha 2009 poKy 

«PeBi3op» 

(REVIZOR) 

3a n’ecofo Mmkoam roroAfl 
PexMcep - Baoamcaob TpofubKMM 

CueHorpac|Di?i - Baoamcaob TpofubKMM, Ammtpo 

KOCTfOMMHCbKMM 

AcMdeHT pexMcepa, nepeKAOAOH - Ahapolu Ko3mo 
KOCTfOMM - P030 BaHKi 

Aktopm: Moxech Bapra, Ahho PauKeBei, AHApea Kanyp, 
LLIaHAop HiKOLU, Tomolu Tapai HaAb, Maie TepreM Kiuj, Aholu 
M epn, Xoat AaHieAc|Di, Apiyp BpaHeu, Ti6op Mecapouj, ApnaA 
Kotm, Moxecp ?Im6op, Aocao MiLUKe, Ilutboh LUboiep, cpepeHu 
HepBeHKa 

YropmMHa. m. Ae6peueH Teaip Hokohoi 
npeM’epa - 11 AfOToro 2011 poKy 

«rOC|DMaH. OniBHiHHi Ka3KM» 

(iJFiLI mes£k) 

3a TBOpOMM EpHCTO TeOAOpO AMOAe^l roepMOHa 
PexMcep - Baoamcaob TpofubKMM 

CueHorpac|Di?i - Baoamcaob TpofubKMM, Ammtpo 

KOCTfOMMHCbKMM 
KOCTfOMM - P030 BaHKi 

AcMdeHT pexMcepa, nepeKAOAOH - Ahapolu Ko3mo 

Aktopm: OAbra Bap’fo, AhIko Bapra, Kpicia CopniK, AHApea 

LUnoAapMH, AApieH Pctm, ra6op HaAbnaA, Boaox AeBai, Po6epT 

Imclu, Ti6op nacTop, BeAa Toaolu 

YropmMHa. m. ByAaneLUT. Teaip «BapKa» 

npeM’epa - 28 KBiim 2011 poKy 

«MepTBe Micro» 

(A HALOn vArosj 

Onepa Epixa BoAbc|DraHra KopHroAbAa «MepTBe Micio» 
PexMcep - Baoamcaob TpofubKMM 

CueHorpac|Di?i - Baoamcaob TpofubKMM, Ammtpo 

KOCTfOMMHCbKMM 

AcMdeHT pexMcepa, nepeKAOAOH - Ahapolu Ko3mo 
KOCT fOMM - P030 BaHKi 

Aktopm: 3oatoh Hapi, CiAbBm PaAiK, BiKTop MaujLuaHi, MapiaHHa 
BaAi, MeAiHAa Boaao, Ameuj PeHAeuj, Tomolu HeAOUbKi, 
LLIaHAop BbOMTe, Ta6p BaKOLU-KiLU, Aocao Tot, Maie TepreM 
Kirn, ?Iholu Mepn, Koto Ckdh, HoeMi Coamo 
YropmMHa m. Ae6peueH, Teaip Hokohoi 
npeM’epa - 27 ciHH?i 2012 poKy 


Gogol. P.S. 

{gogol.ut6irat) 

Based on texts by Mykola Gogol 

Director, set designer - Vladyslav Troitskyi 

Costume designer - Banki Roza 

Second assistant director, interpreter-Andrds Kozma 

Actors: Gyongyver Bognar, Kener Gabriella, Bernadett Sara, 

Nora Trokan, Kata Kertesz, Geza Fazakas, Andrds Portik Gyorffy, 

Balazs Csemy, Peter Bahner. 

Keczkemet (Hungary). Kecskemeti Katona Jozsef Szinhaz 
Premiere - October 24, 2009 

An Inspector 
(REVIZOR) 

Based on a play by Mykola Gogol 
Director - Vladyslav Troitskyi 

Set designers - Vladyslav Troitskyi, Dmytro Kostiumynskyi 
Second assistant director, interpreter-Andrds Kozma 
Costume designer - Banki Roza 

Actors:Jozsef Varga, Anna Rackevei, Andrea Kacsur, Sandor 
Csikos, Tamas Nagy Garay, Mate Kiss Gergely, Janos Mercs, Zsolt 
Danielfy, Artur Vranyecz, Tibor Meszaros, Koti Arpad , Jambor 
Jozsef, Laszlo Miske, Istvan Soter, Ferenc Cservenka. 

Debrecen (Hungary), Debreceni Csokonai Szinhaz 
Premiere - February 11,2011 

Hoffmann. The Northern Tales 

(i=jf£li mes£k) 

By the works of E.T.A. Hoffmann 
Director - Vladyslav Troitskyi 

Set designers - Vladyslav Troitskyi, Dmytro Kostiumynskyi 
Second assistant director, interpreter - Andrds Kozma 
Music - Kakonyi Arpad 
Costume designer - Banki Roza 

Actors: Olga Varju, Aniko Varga, Kriszta Szorcsik, Andrea 
Spolarics, Adrienn Reti, Gabor Nagypal, Balazs Devai, Robert 
llyes, Tibor Pasztor, Bela Gados. 

Budapest (Hungary), BARKA Szinhaz . 

Premiere - April 28, 2011 


The Dead City 

(ahalottvAros) 

Opera by E.W.Korngold 
Director - Vladyslav Troitskyi 

Set designers - Vladyslav Troitskyi, Dmytro Kostiumynskyi 
Second assistant director, interpreter - Andrds Kozma 
Costume designer - Banki Roza 

Actors: Zoltan Nyari, Szilvia Ralik, Viktor Massanyi, MariAnna Bodi, 
Melinda Balia, Agnes Rendes, Tamas Cseloczky, SSandor Bojte, 
Gabor Bakos-Kiss, Laszlo Toth, Mate Kiss Gergely, Janos Mercs, 
Kata Szucs, Noemi Szalma. 

Debrecen (Hungary), Debreceni Csokonai Szinhaz 
Premiere - 27 January, 2012 
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